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Foreword. / 


The purpose of this book is to provide a course of study that will be 
simple, direct, and from the outset insure a musical understanding and mas- 
tery of the material of music; a course that will teach the nature of music, 
and through that, lessen the burden of rules and their long train of excep- 
tions; a course that will cultivate the imagination with the technical develop- 
ment; that will awaken and increase a love and appreciation for the best in 
music; a course that will be related to all branches of music education and of 
practical value in every line of music study. 

There is a constant appeal to the ear and feeling. Thought without feel- 
ing is too cold. - Feeling without thought can not be intelligently expressed. 
The highest musicianship results from a union of thought and feeling. The 
late Judge Troward said: ““Thought creates form, but it is feeling that gives 
vitality to thought. Thought without feeling may be constructive, but it can 
never be creative.” * 


aS lO" 


Mozart said: ‘‘Melody is the essence of music.” Since there is no melody 
without rhythm and harmonic regulation, music, then, is the union of rhythm 
and tone, and the intelligent study of music is a study of these relations. 

Our first work in cultivating the feeling for relationship and its resultant 
qualities in key is through the principle of “Tonal Magnetism,” a relation- 
-ship that is the product of nature. From the relationship of tones in scale 

‘and tones in chord, we pass to the relationship of chords in key, their relation- 
-ship to accent and rhythm, and the relationship of keys. Rhythm is a vital 
factor in the selection of harmonies. 

The material is introduced progressively and in the order most frequently 
and naturally used. As each new factor is presented, the student is first made 
familiar with it by an abundance of excerpts from the works of the best 
‘composers—both old and new—from which one sees the various relations 

~ “of the new material and the practical application of the few necessary rules 
-that are given. 
The analysis is followed by synthesis through patterns for keyboard work, 
» “the use of the new material in the harmonization of melodies, and lastly, 
original work embodying the new material. An ounce of application is worth ° 
ya pound of theory. 
: The late Julius Klauser (to whom | am greatly indebted for his splendid 
~ “jnstruction) first drew my attention to this principle of relationship and the 
importance of working from the melodic basis. In his book, ‘“The Nature of 
~ =Music,” he says: ‘Melody is the direct reporter of fundamentals and chords. 
4—Furidamentals and chords are not reporters of melody, though they may 
+ ~ suggest them. It isa psychological error to suppose that any beginner, how- 
' ever gifted, possesses the perceptive power to grasp the four-voice music- 


* The Dore Lectures. 
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(iv) 


thought embodied in given basses. The impossible being demanded, the 
student’s performance is necessarily mechanical and musically dead, since his 
musical faculties are not called into requisition. * * * Melody being the 
one simple and real fact in the beginner's inner consciousness and experience 
of music, it follows that the given melody is the one thing that his musical 
faculties can seize upon and be stirred by, the one thing that lies within his 
intellectual grasp and appreciation, the one thing that he appreciates and 
remembers as a whole, and in relation to which it is easy for him to add 
something else, since it explains the musical what, how and why of the 
Additions jou ee 

“Exercises in the given bass, owing to their arbitrary prescription of the 
order.and arrangement of material, completely cut off the student from that 
independence of thought and judgment in the use and selection of chord- 
material which is so essential to its mastery. Given a melody to harmonize, 
the student sets out with the one thing he can mentally grasp; he perfectly 
comprehends the subject of his work and therefore also his object. Having 
a tangible subject he has a tangible object; his melody is his preceptor and 
guide in his choice of harmonies.” 

The melodies contained in this work have been chosen with a view of 
developing taste, also to provide every difficulty one is likely to meet in 
creative work. While original work is required at all stages of study, until a 
student can write as well or as correctly as the composers from whose works 
these melodies have been taken, it will be well to use more of the best 
models. Unless otherwise stated, the excerpts by Debussy are taken from the 
opera “‘Pelleas et Melisande.’’ All of those by Elgar are taken from his 
“Dream of Gerontius.”’ 

It would be unreasonable to expect a work of this nature to be without 
defects. The perfect text-book will be written when the perfect teacher 
appears. There are some teachers who seem to think that they will be con- 
demned for lack of originality if they use a text-book. As a result, there is 
much valuable time lost in dictation, and the student is at a disadvantage 
because he does not always remember what has been given to him in the all 
too brief lesson period. There is no new music material, but there are new 
combinations and rhythmic settings to be discovered. There are largely in- 
creasing numbers of people who want to compose, and their futile attempts 
bring us to a realization of the fact that they need training in musical effects, 
rather than arbitrary rules that make little or no appeal to the music cense. 
Broad, basic principles are needed at every step. A system that leaves 
nothing for the student to discover and no opportunity to exercise discrimina- 
tion does not educate. 


Experience has proven that with this system desired results are acquired 
in less time and without hampering the freedom of expression by the many 
prohibitions. Through the appeal to the nature of the music material, the 


affirmative principle prevails; the students become discriminating musicians, 
not mathematicians. 


CAROLYN A. ALCHIN. 
Los Angeles, California. 
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Preface to the Revised Edition. 


The revised.edition of Applied Harmony’ appears in answer to numerous 
requests by former students of the late Carolyn Alchin and from teachers 
who have not had the privilege of studying with her. 

The purpose of this edition (Part I—Diatonic Harmony and Modulation 
to Closely Related Keys) is a rearrangement of material with the intention of 
clarifying the class presentation, the addition of more specific procedure in 
the harmonization of melodies, keyboard practice and creative work. The 
first two chapters of the original text have been rewritten and expanded to 
serve asa hand-book for the student. 

The essential features of the original text are retained, and it is hoped 
that the spirit which animated its author is present in the revision. Miss 
Alchin was one of the most inspired, musicianly and progressive teachers in _ 
the country, and to her teaching and influence may be attributed many of the 
current practices in teaching harmony. 

The author of the revision is indebted to Miss Bertha Wingert of New 
York University for valuable suggestions and assistance in working out the 
material in classes. 

Helpful criticisms and assistance in preparing the manuscript have been 
received from Miss Julia G. Howell of the University of Southern California, 
Miss Doris E. Moon of the High School and Junior College at Santa Monica, 
California, and Miss Nancy Campbell of the Westminster Choir School at 
Ithaca, N. Y. 


News York City, | VINCENT JONES. . 
1930. 
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(viii) , 
Introduction. 


Prerequisite Knowledge for the Student. 


It is assumed that the student is familiar with the following: 

1. The treble and bass staves; the G and F clefs. 

2. The significance of duration values as expressed by ©» 2) J; } aN etc. 

3. The significance of pitch names as expressed by the tears (#), the flat (>), 


the double-sharp (x ), the double flat (pp), the natural or cancel sign (4). 


4. Knowledge of pitch names as represented on the piano; the location of whole 


steps and half steps. 


To the Teacher. 


Distribution of Material. 


This text is designed to meet the demands of both high school and college students. 
For that reason, certain chapters contain supplementary material of more’ advanced 
grade. Most of the chapters contain short and easy melodies followed by a section of 
longer and more difficult melodies. The average high school class need not do all of the 
exercises. The teacher who is in sympathy with modern educational theory and practice 
believes in maximum and minimum assignments to meet the needs of individuals. 


This text is not arranged in a definite number of lessons, because each teacher has 
a different problem to meet. Chapters ]-V can be used as a course in elementary theory. 
For students who have had little musical experience, this work may cover at least one 
semester. Chapters VI-XIII, covering primary harmonies, represent another semester of 
work. The remaining chapters which cover secondary chords and simple modulation 
may occupy a semester. College students may use the text for first year work, leaving 
the second year for chromatic harmony and advanced modulation. Additional melodies 
for harmonization and material for melodic and harmonic dictation are contained in 


“Tone Thinking and Ear Testing’’ by Carolyn Alchin. 


Presentation of Material. 


(1) New material should always be introduced aurally and correlated immediately 
with selections known to the student or compositions which will later be used for analy- 
sis. This text endeavors to introduce each new problem in this manner, but no book can 
take the place of a skillful teacher in the first presentation of subject matter. 


(2) The appreciative element is of supreme importance. The student should gain 
an appreciation of the effect of chords, their characteristic “color,” their use in actual . 
composition etc. The sections on analysis provide an abundance of material. This aspect © 
of harmony is often neglected but it is the phase which will remain when facts are 
forgotten. No teacher should be satisfied with skill and factual knowledge only. 


(3) Keyboard practice is necessary; two or three pupils can play the scale drills 
and various interval sequences at the same time. When two pianos are available, one 
pupil may play a chord accompaniment on one piano while a second pupil extempor- 
izes a melody over the chord pattern at the second piano. This can also be done at one 
piano. The ensemble training is valuable.in itself, aside from the harmonic drill. 


(4) In the text suggestions are given to aid in harmonizing the melodies. The 
teacher should write one or two measures which will serve as a model. For example: 
the suggestion relative to No. 3 of Ex. 91, page 53. The discussion is found on page 52. 
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(ix) 


(5) Melody-writing to words is important but is not included in the body of the 
text, because a teacher should first direct this work in class. In setting even a simple 
stanza the following principles operate: 


(a) Scan the words; determine the general measure, as: a a 4, 8, etc. 


(b) Represent the stanza in rhythmic notation. Be sure the metrical and musical 
accents agree. : 


(c) The mood of the poem will suggest the general melodic line, whether scale 
line or skips. 


(d) There should be at least one focal point in every song. Even short songs 
contain a climax of some sort. : 


(e) Avoid repeating the same tone on many accents. 
(f) Certain words suggest upward skips, othér words suggest skips downward. 


(g) Avoid emphasis of unimportant words. Do not place them on accents or 
on high tones. Ordinarily, words of a single syllable should not be divided 


to from 
(h) Analysis of the best material in the various school song books will teach the 


pupil more than any number of rules. 


The following CORRECTION CHART (*footnote) will prove valuable in correct- 
ing papers. Errors may be marked by number. The pupil refers to the chart for his 
corrections. 














Example. 
































CORRECTION CHART. 


1. Law of Tonal Magnetism. 
2. Chord Spelling. 

(a) Add 7th. 

(b) Add 9th. 
3. Chord position. 

(a) Too strong. 

(b) Too weak. 

4, Principle of color against basic. 

5. Harmonic Progression. : 
(a) Anticipation across the bar line (Harmonic syncopation.) 
(b) Treat soprano as chord tone. 

_ (c) Treat soprano as bytone. 

Doubling. 

Spacing. 

(a) Overlapping of voices. ; 
(b) Reverse voices to give correct spacing. 
(c) Register. 

8. Direction of voices. 


9. Omit. 


NO 


10. Awkward. 





* Chart by Doris E. Moon. 
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Chapter E 


Fundamental Intervals. Development of key-feeling. 


Experiment I. 











Experiment with Ex. I(a) as sndicated. Play the first two bars, sing 
the next three notes, and when you have established the rhythm, supply | 
a tone in bar 4. Do not think a particular tone but allow the voice to 
follow its natural inclination. Compare your result with that shown 
at (b). 

The relationship existing between these two tones is called an 
interval. An interval is the relation of any two tones with respect to their 
difference in pitch. On the staff this relation appears as their distance 
apart. . 

Count the staff degrees (lines and spaces) in this interval, counting 
ff \avest mote as a degree. The general name of this interval is octave, 
as there are eight staff degrees involved, the word octave meaning eight. 
The octave is also called ‘perfect’ as this is the most perfect relationship 


that can exist between two tones. 


Listening Drill. 


1. Sing the first two phrases of “‘Annie Laurie’ and discover the octave. 
2. Sing the first two phrases of ‘““Swanee River” and note the octave skip. 


3. If possible hear a record of the Bach-Gounod “Ave Maria” and 


note where the octave skips occur. 


4. Play, or have someone play, the Wagner excerpt. Listen for the 
interval of an octave. This melody occurs at the opening of the second 
act of ‘Die Walkiire’’ and is sung by Brunnhilde. It is the “call” by which 
she summons her sister Valkyries. What effect is given by the leap of an 


octave? 








Singing Drills. 
1. Sing the octave from many pitches. Sing both tones, always singing 
from an unaccented pulse to an accented pulse, as “ | dl 


2. Play the lower tone and sing the upper. 


3. Play the upper tone and sing the lower. 


Keyboard Practice. 


]. Starting with middle C, play octaves on every key as shown: 





Note that the octave is from a white key to a white key, and from a 


black key to a black key in all cases. 


2. Play Ex. 3 in higher and lower registers on the piano and start on 


different pitches. 


Writing Drills. 


1. Write octaves on the staff, using both clefs, and starting on various 
pitches. Observe that if the lower note is on a line the upper note is on 
a space and vice versa. If the lower note is on a line, count to the fourth 
space above and place the upper note in that space. If the lower note is 
in a space, count to the 4th line above and place the upper note on that 


line. If the lower note is a sharp, the upper note will be a sharp. The 
same principle applies to flats. 


2. Write the keyboard sequence away from the piano. 


Experiment. IT. 


A (a) 
pce 


SETAE, 
(4 

















Ex. 4.4 
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Tap the rhythm of Ex. 4(a). After establishing the rhythm, sing what 
is written and preserve the rhythm of measure three but do not sing any- 
thing in that measure. Repeat several times. Now sing thru and supply the 
tone which seems to be demanded in measure three. Compare your result 
with that shown at (b). Count the staff degrees in the new interval shown 
at (c). This interval is called a fifth as it contains five degrees. lt is also 
called “‘perfect’”” and is the next most perfect relationship existing between 
two tones, after the octave. 


Listening Drill. 


1. Play or have someone play the example from Handel's ‘‘Messiah.’ 
Where do you hear the interval of a perfect fifth? 


2. Play or have someone play “The Swan” of Saint-Saéns. Sing the 
melody and recognize the interval of a fifth. 





What is the character of the perfect fifth? Used melodically it is usually 
strong. When the tones are counded together the effect is hollow. 


Singing Drills. 

1. Sing perfect fifths from different pitches. Sing from an unaccented 
to an accented pulse. Sing both the fifth above and the fifth below. 

2. Play the lower tone and sing the upper. 


3. Play the upper tone and sing the lower. 


Keykoard Practice. 


1. Starting on middle C, play a perfect fifth above every white key. 
The fifth above will be a white key in every case except when you reach b. 
The perfect fifth above b is ff. 

2. Starting on ct (or db) play a perfect fifth above every black key. 
The fifth above will be a black key until you reach kb. The perfect fifth 
above bb is f. 


Summary. Perfect fifths occur from white to white keys and from black 
to black keys except on b and bb. ; 


3. Play the following sequence (a sequence is a figure or motive re- 
peated on different degrees). Continue it until you reach the octave above 
the starting point. Observe the pattern carefully before playing; say the 
letter names of each interval just before playing it. Repeat the sequence 
until it is automatic. 


4. Start the sequence on different pitches and play in higher and lower 
registers. 


etc, 





4 
Writing Drills. : 


1. From various pitches sing perfect fifths on “la” or neutral syllable, 
then on letter names and write on the staff while singing. Employ both clefs. 

In writing note the following points: ; 

a) A fifth is from a line to the second line above or from a space to the 
second space above. 

b) On the staff all fifths are perfect except on b. This must be written 
b to Ff. 


c) If the lower note of a perfect fifth is a sharp ({) the upper note will 
be a sharp (+). The perfect fifth above bf is f * (f double sharp). 


d) If the lower note of a perfect fifth is a flat (») the upper note will be 
a flat (b), except on bb (bb to f). 

2. Write the sequence of the keyboard drill on the staff, away from the 
piano. 


Experiment III. 


Return to Experiment II and notice the interval created by the last 
two notes of (b). 

Count the staff degrees contained in this interval. It is called a fourth 
as there are four degrees. It is also called ‘perfect’ and is the last of the 
series of perfect intervals. . 


When the fourth is played as a harmonic interval (the tones sounded 
together) it is similar to the fifth in its hollow quality. 


Listening Drill. 


1. Sing “Flow Gently, Sweet Afton” and note the use of the perfect fourth. 

2. Play or have someone play the following examples. Listen for the in- 
terval of the perfect fourth. In example No. 7(a) the fourth is particularly 
expressive of the words “I know.” There is a sense of finality because of the 
relation of the tones in key (5 to 8). 

















3. Compare the perfect fifth and the perfect fourth in the following ex- 
amples. Notice that the effect is usually vigorous. 

















Fifths and fourths when sung harmonically (the tones sounded together ) 
are not especially pleasing. Music in medieval days was composed largely 
of those intervals, as they were considered the most perfect from a scientific 
standpoint. The music was monotonous and lacking in color. In piano and 
orchestral music, modern composers use these intervals for characteristic or 
descriptive effects. Try a succession of fifths in a low register on the piano. 


They suggest the desert and impart an atmosphere of gloom. In a higher 


register they suggest bells. Fourths also are used for bell effects and are 
found in Chinese music. 











Sing a perfect fifth as at (a) Ex. 9. Sing the lower tone an octave higher 
as at (b). What interval results? 


The process of placing the lower tone of an interval above the upper 
tone or placing the upper tone below the lower tone is called inversion. 
Perfect intervals remain perfect after being inverted. The theme from 
“The Flying Dutchman’ of Wagner is an excellent example of the perfect 
fourth and its inversion the perfect fifth (c). 


Singing Drills. 


1. Sing perfect 4ths on various pitches. Sing from an unaccented to 
an accented pulse. Sing both the 4th above and the 4th below, 


2. Play the lower tone and sing the upper. 
3, Play the upper tone and sing the lower, 
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Keyboard Practice. | 


1. Starting on middle C, play a perfect 4th above every white key. The 
Ath above will be a white key in every case except when you reach f. The 
perfect 4th above f is bb. 


2. Starting on c# (or db) play a perfect 4th above every black key. The 
4th above will be a black key in every case until you reach ft. The per- 
fect 4th above ft is b. 


3. Play the following sequence and continue it until you reach the octave 
below the starting point. Observe the pattern carefully before playing; 
say the letter names of each interval just before playing. Repeat until the 
playing is automatic. 








4, Start the sequence on different pitches and play it in higher and lower 
registers. 


Writing Drills. 


1. Follow the same procedure as for 5ths. Note the following points: 


a) A fourth is from a line to the second space above or from a space 
to the second line above. 


b) On the staff all 4ths are perfect except on f. This must be written f- bb, 


c) If the lower note of a perfect 4th is a sharp (#) the upper note will 
be a sharp (#) except at ft. 


d) If the lower note of a perfect 4th is a flat (b) the upper note will be 
a flat (b). The perfect 4th above fb is bbb. (b double flat.) 


2. Write the keyboard sequence on the staff away from the piano. 


Development of Key-feeling. 


The three intervals discovered, when combined rhythmically, create 
melodies. The tones are so related to each other that they establish what is 
called a key. A group of tones related to one principal or fundamental tone 
constitutes a key. We have discovered only two of these tones, but they 
' make a definite impression on the mind and are sufficient to create a musical 
phrase. The first tone is called the tonic and all the other tones are re- 
lated to it. The perfect fifth above the tonic is named the dominant and next 
to the tonic, is the dominating tone of the key group. 


, 


Exercise I. 


Take any pitch as tonic. Call it one (1) or the syllable “do”. 
Sing the perfect 5th above and call it five (5) or “‘so.” 
Call the octave above the tonic eight (8) or “do.” 


Note: When 5 appears with a line above it (as 5) that 5 is below I. 
Otherwise 5 is above |. ‘ 


Sing all of the following groups to the Hien of Pay) 3! | and J Ape | 
c@) 1 ais.sle.dl: ll 


ye ae 
thet st m1 sti iis 5 \1 ll 
fe) 1. 58 
id) 8° 5. 4 


Exercise II. 

Write all the groups of Ex. I on the staff on different pitches, using 
chromatic signs (sharps and flats) when necessary. Employ both clefs. 
At first, sing while writing. Later, endeavor to hear mentally what you 
write. Your ultimate object is to hear without singing. Sing rhythmically all 
the groups you have written. 


Exercise III. 


Sing the following melodies from the staff, adopting the procedure given 
here: 

(a) Tap the rhythm. 

(b) Sing mentally, noting the intervals. 

(c) Sing on “la.” Do not stop to correct errors, but preserve the rhythm. 


(d) Sing on number names or syllables as in Ex. 1. 


(e) Sing on pitch (letter) names, starting on several other key-notes. 





Exercise IV. 


Transpose the melodies of Ex. Ill at the piano, thinking the intervals. 


This should not be difficult after the preceding keyboard drills. 


Chapter II. 


Large and small thirds. Development of mode. 
The remaining tones of the key. 


Experiment I. 














After establishing the rhythm in exercise 11 (a) sing a tone to complete 
the last measure. Compare your result with (b) : 

In exercise 12 sing a tone in the second measure which will lie between | 
and 5, The tone which seems most natural to sing is the third above the 
tonic. Since there are three staff degrees contained in this interval, it is 


called a third. 








Compare the third with the perfect 4th and perfect 5th of the preced- 
ing lesson. It is more pleasing to the ear and does not have the hollow 


quality of the perfect intervals. 
Sing the third shown at (c) of Ex. 12 and compare it with the third 
shown at (d). Compare the intervals as to size. The first is as large as 


two whole steps. It is called a large (also called major) third. The second 
interval contains one and a half steps. It is called a small (also called 


minor) third. 
Listening Drill. 


1. Have the following examples played. Sing them from memory and 
discover the two types of thirds. Compare them as to quality. 























Singing Drills. : 
1. Sing large thirds from many pitches. 
2. Sing small thirds from many pitches. 
3. Play the lower tone and sing the upper. 
4. Play the upper tone and sing the lower. 


5. In class work the class is divided in two sections and the two types 
of thirds are sung in parts. 


Keyboard Practice. 


’ 


1. Play large thirds on every key within the octave, starting on middle 
C. Think the size of the interval (two whole steps). Refer to Ex. 14(a). 


2. Play small thirds on every key within the octave, starting on middle 


C. Think the size of the interval (114 steps). Refer to Ex. 14(b). 


3. Play the following sequences. Think the size of the intervals and 
say the letter names before playing. Practice until the playing is automatic. 





(a) see footnote  ‘b) Sequences(1) 














Writing Drills. 


1. Write large and small thirds on the staff. Start on many different 
pitches and use both clefs. 


Note the following points: 


A third is from a line to the line above and from a space to the space 
above. In order to determine whether the third is large or small it will be 
necessary to think the size of the interval by steps and half steps. 


2. Write the sequences of the keyboard drill away from the piano. 


3. In class work, one group may sing the sequence on pitch (letter) 
names; another group may write the sequence at the same time on the 
blackboard, while a student plays the exercise at the piano. 


Footnote: When the same tone is represented on the staff by different pitch (letter) 
names, the latter are said to be “enharmonic.” For example: in Ex. 14 the tones 


represented by C#~-E#are the same as Db - Bi 


10 
Major and Minor Mode. 


‘ 


1. Sing the following tone group: | 3 | 5 3 | 5 5 ari 


2. Sing the same melody but substitute the small third for the large 
third. What difference in effect do you notice? The key feeling remains 
unchanged, but the small third changes the character of the melody and 
introduces a new factor which is termed mode. Mode means “manner.” 
When the large third is used the melody is in the major mode and when 
the small third is employed the melody is in the minor mode. Unless the 
tempo is rapid, the minor mode is more sombre and vague than the major 
mode. Return to the listening drill and sing the examples, noting which 
are in the major mode and which in the minor mode. Compare the melodies 


as to quality. 


3. Sing the following groups in both modes. 


la Il 


1 8 aS la leels. Se 
gels 5 lil 1-613. 6 lis ¢s-9en 
Peet ees lesusel phil 1/8" teste cele 
13i5 341511 ll 13¢1+5.-6: lis. si 


4. Dictation: 

a) The teacher will sing or play the groups of Ex. 3 (ober eis 

b) The student will sing the melody on “‘la’’ from memory. 

c) Analyze the intervals mentally (this is merely the process of 
recognition and memory of the groups previously sung.) 

d) Sing with the number names. 


e) Sing slowly on the pitch (letter) names using different pitches 


as the tonic. 


5. Write the tone groups on the staff. Employ both clefs. Follow the 
same procedure outlined in the first chapter. Sing the melodies you have 
written, 


6. The technical name of the third above the tonic is mediant, as it lies 


midway between the tonic and the dominant. 
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Sing the following melodies. 
a) Tap the rhythm. 
b) Sing mentally, noting the intervals. 
c) Sing on‘‘la.’’ Do not stop to correct errors but preserve the rhythm. 
d) Sing on number names. 
e) Sing on the pitch (letter) names. 


’ 


f) Transpose the melodies at the piano, thinking the intervals. 


























Tap the rhythm of Ex. 15(a). When the rhythm is well established, 
sing thru and supply a tone on the third pulse of measure two. The tone 
which most naturally follows the dominant, ‘‘d,’’ of measure two is the 
perfect fifth above, “‘a.”” This tone is a whole step above the tonic and its 
technical name is supertonic. Look up the meaning of the prefix ‘‘super.” 
In singing call it 2 (two) or “re.” 


In Ex. 15(b) sing a tone between 5 and 2 in the second measure. This 
tone (ft) is one half step below the tonic, and its technical name is 
subtonic. | What is the meaning of the prefix ‘sub’? Repeat the tone f# 
several times, and you will feel that it demands progression to the tonic. 
Because of its active quality, it is often called the leading-tone. In singing, 
call it 7 (seven) or ‘ti.’ The tendency of an active tone to resolve to a rest 
tone is called ‘‘tonal magnetism.” 


1. Sing the following tone groups: 


ajyi5isBalall cy1 21 Il (on 7 ola Gt Sle ule 
isis 7lw a@i7lal (12711 Goi1t55i7aii ll 


2. Write the tone groups on'the staff. Employ both clefs. 

3. After completing the written work, sing the melodies you have 
written. Sing on both number and letter names. 

4. Sing the following. It is an old French melody. Notice the bell effect. 
Write it on the staff. 


23i:lastielsisilasiir2lsisilesli2ists bs lage 





Sing Ex. 16(a) with a very definite rhythm. In bar 3 supply the tone at 
4c which seems most natural. Compare your result with (b). This tone is 
four degrees above the tonic, and its technical name in relation to the key 
is subdominant. It is the same distance below the tonic as the dominant 
is above the tonic. Therefore it is called the subdominant (or under 
dominant). Refer to (c). Notice that this tone is active and resolves down 
by half step, following the principle of tonal magnetism. 











Sing Ex. 17 (a) and supply a tone between the two notes of bar 
two. The most natural result is shown at (b). Another way of dis- 
covering the same tone is shown at (c). How far above the tonic is this tone? 
How far above the dominant? Since it stands midway between tonic and 
subdominant, it is called the submediant (under-mediant). See (d). 


Summary. 


Group all the tones discovered and arrange them within the compass of 
an octave. 


A series of tones arranged in this order on successive degrees of the staff 


is called a scale. The structure of the scale will be discussed in a later 
chapter. 


Ex. 18. 





Tonic Supertonic Mediant Subdominant Dominant Submediant Subtonic Tonic 
1 2 3 4 5 6 or 8 


Leading-tone 
7 


Another interesting arrangement of these tones occurs in Ex. 19. Starting 
with the tonic, the tones occur in a circle of perfect fifths, each tone being 
generated by the one preceding. The only exception is the subdominant 
which is a perfect 5th below the tonic. The circle of 5ths is important in the 
study of chord relationship, which will be discussed in detail later. 


7D 
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Chapter III. 
Triads 


Experiment I. : 
(a) : (b) (c) 








Sing exercise 20 (a) on “la” and on numbet names. Sound the notes of 


the first measure together as at (b). Sucha combination of tones arranged 
in thirds, is called a chord. When there are three tones, as in this example 
the chord is called a triad. . Analyze the intervals in this triad. A triad 
composed of a large third with a small third added is called a major 
triad. The first tone is the root, the next tone (a third above) is the third, 
and the next tone is the fifth. What interval occurs from root to fifth? 


Sound the notes of the second measure. What is the name of the com- 
bination? Compare the triads as to sound. Compare them as to interval 
structure. The triads are alike in sound and structure but are built on 
different tones of the key. The triad which occurs on the tonic is called the 
tonic triad and that which occurs on the dominant is named the dom- 


inant triad. 


Listening Drill. 


1. Sing the first phrase of “The Star Spangled Banner.” Where do 


you hear the tonic triad? Sing it and apply the number names. 


2. Sing the first phrase of “Come Thou Almighty King.” Recognize 


and sing the tonic triad on number names. 


3. Play the Wagner motive. What chord line does it follow? 
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Singing Drill. : 

1. Sing major triads on different pitches. Think the intervals and 
sing on “‘la.”’ 

2. Sing on number names as | 3 5. 


3. Sing as 5 7 2 and “‘resolve”’ 2. 
4. Play the root and 5th on the piano and sing the 3rd. 


Experiment II. 





Sing Ex. 22, (a) on “‘la’”” and on number names. Sound the notes of the 
first measure together as at (b). Compare this triad with the major triad. 
Which is bright and which is dark? Analyze the intervals of the new triad. 
A triad composed of a small third with a large third added is called a 
minor triad. The triad which occurs on the tonic in the minor mode is 
a tonic triad and is minor. Play the tones of the second measure together 


and note that this triad is the dominant triad and is similar to the domin- 
ant triad in the major mode. 


Singing Drill. 

1. Sing minor triads from various pitches. Think the intervals and 
sing on “‘la.”’ 

2. Sing on numbers as | 3 5. 


3. Play the root and 5th on the piano and sing the 3rd. 


4. Play a perfect fifth and sing the third between (both large and 


small). Listen carefully and contrast the effect of the major and minor 
triads which result. , 


5. Play a tone on the piano, considering that it is the third of a triad. 
Ex. 23. Sing the root and fifth, making the triad first major and then 


minor. This is more difficult than the preceding drills but is valuable in 
training the ear. 


4 


Ex, 28. 





Major Minor 
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Keyboard Practice. 


* 


1. Starting on middle C, play major triads on every key within the 
octave. Think the intervals. Refer Ex. 24 (a). 


2. Starting on middle C, play minor triads on every key within the 
octave. Think the intervals. Refer Ex. 24 (b). 


3. Play the sequences. Observe the pattern carefully, think the intervals, 
and name the pitches of each measure before playing. Practice until the 


playing is automatic. 


(a) (b) Sequences(1) 




















a 
(aw Oe. 2 etc th a Fae | 
IS Eee a @aessiice 1-.. oe 























Writing Drills. 


1. Write major and minor triads on many pitches, using both clefs. 


a) Note that the notes of a triad are on three adjacent lines or on three 


adjacent spaces. 


b) It is a good plan to write triads in two ways. First: think in thirds, 
as large third, f to a; small third, a to c. Second: write a perfect 5th, then 
fll in the third between, either large or small according to the triad desired. 


2. Write the sequences of the keyboard lesson, away from the piano. 


Melodies to be sung. 


(a) Tap the rhythm. (b) Sing thru mentally, noting the intervals and 
the number names. (c) Sing on la. Do not stop to correct errors but keep 


the rhythm. (d) Sing on number names. (e) Sing on pitch names. 


2. Play the tonic and dominant triads as you sing each melody. 
Play only one chord to each measure. Experiment until you find the correct 
chord. The tonic will occur in the first and last measure of every melody, 
and in most cases the accented note of each measure will suggest the chord 


to employ. 























3. Transpose the melodies to other keys, thinking the intervals. 


Suggestions to the teacher. 
1. On the first reading of the melodies by the class, play the tonic and 


the dominant chords in either four-part arrangement or in the style of a very 
simple accompaniment. Do not play the melody. The students should be- 
come accustomed to hearing harmony with a melody at a very early stage 


in the study of theory. 


2. Divide the class in two sections. Have one section sing the tonic 
chord and the other section sing the dominant chord. Play the melodies 


and have the sections sing their chords at the proper time. 


3. Have the sections sing a chord succession as follows: I--V | I--I| V--V| I || 
Improvise a melody with two tones to a pulse or four tones to a pulse and 
play it while the class sings the chords. Vary the drill by singing the melody 
while the class hums the chord progression. 


4. It is not too soon to begin the first work in the creation of melodies. 
Play a chord progression such as the one given. Mark the rhythm. It is very 


important that the feeling for rhythmic movement be well established before 
attempting a melody. 


a) Have individuals in the class sing a melody, one tone to a pulse, 
while you play the chords. 


b) Have the class tap two tones to a beat while you play the chords. 


c) Have individuals sing a melody to this rhythm while you play the 
chords. Do not discuss technical features such as skips. The harmonic 


progression will guide the pupils in creating melodies which are usually 
correct. 


Wait until later for the writing of original melodies, as this is merely 
a musical preparation for more detailed work in the future, 
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Chapter IV. 


Scales and Key-signatures. 








Maj. Tet. Maj. Tet. 


Sing the hymn tune “‘Joy to the World.” Sing the motive marked (a). 
Sing the motive (b). Sing each motive slowly, thinking the whole and 
half-steps. Compare the motives. Sing the motive at (c). Here the struc- 
ture is especially clear. ‘ 


A group of four tones on successive degrees of the staff is called a 
tetrachord. See (d). Analyze the intervals that occur in the tetra- 
chord and you will find that the latter consists of a large second, followed 
by a large second, followed by a small second. The diagram makes it 
clear, 1-1-4. A tetrachord built according to this pattern is named a 
major tetrachord. Do not confuse the term tetrachord with chord. The 
latter is a combination of three or more tones sounded together and ar- 
ranged in thirds. 


Sing the first four measures of the hymn tune. This arrangement of 
tones is called a scale. It may ascend or descend as in the example. This 
scale consists of two similar tetrachords. 


A major scale consists of two major tetrachords as shown at (e). 
Singing Drills. 


1. Sing a major tetrachord on every pitch within the octave. Singon “la.” 
Memorize the sound so that you can sing the tetrachord either up or down 
from any pitch rapidly. 

2. Sing tetrachords, calling the tones | 2 3 4. 

3. Sing tetrachords, calling the tones 5 6 7 8. 

4, Sing tetrachords on pitch names. This will be a slower process and 
will involve thinking seconds. 


5. Summarize in this manner: sing a tetrachord on “‘la’; sing it as 


a-b-ci-d, then as 1 2 3 4 and as 5 6 7 8. Start on other pitches. 
6. Form the entire scale in the following manner: 
(a) Sing a major tetrachord. 


(b) Start a whole step above the last tone of the tetrachord just sung 
and sing another major tetrachord. 


(c) Sing the entire scale. The major scale is easy to hear and sing 
because it is so much a part of the student's past experience. The above 
process, which may seem too detailed, is done in order that the structure 
may be clear, 
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Keyboard Practice. 


‘\ 


1. Play major tetrachords on every key within the octave, starting on > 


middle C. Name the pitches before playing. 


2. Play a major tetrachord, calling it 1 2 3 4. Take 4 as 1 and play 
another major tetrachord. Continue the process until you reach the same 


pitch-name with which you started. See (a) Ex. 26. 


3. Construct the scale as follows: play a major tetrachord with the 
left hand; start a large second (whole step) above and play another major 


tetrachord with the right hand. This will make the structure clear. See (b). 


4. Play the scale with one hand. Where are the half steps? 





Left. Hand Right Hand 


Ex. 27. 





1. Sing and write a major tetrachord on G as in Ex. 27. Start a whole 
step above the last note and write another major tetrachord. Notice that it 
was necessary to use ff in order to have a half step between the last two 
notes of the upper tetrachord. To avoid writing this sharp every time it 
occurs, it is placed at the left end of the staff, just to the right of the clef as 
shown at (b). F¢ is the first sharp that appears. Construct a major scale on 
D, following the procedure given for the scale of G. How many sharps are 
in this scale? The second sharp (ct) is placed to the right of ftt as sfown 
at (c). 


The group of sharps or flats which appears after the clef sign is called 


the key signature. It’ means that you are to sharp or flat the degrees 
shown, and, as was stated before, it saves the labor of writing the sharps 


and flats each time they are required, 
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2. Construct major scales upon the following pitches: A, E, B, F#, C#. 


* 


3. Find the signature of each scale after it is written and place it to the 
right of the clef sign. Each new sharp as it is discovered will be placed to 


the right of those already found. 


4. Make a table of the signatures of the following keys and compare it 
with the table at the end of the chapter. Keys of G, D, A, E, B, F#, C#. 


5. Construct the scale of F, following the same procedure as in ex- 
ercise 27. You will find it necessary to use Bein order to have a half step 
between the third and fourth degrees of the lower tetrachord. Place the ~ 
flat on the third line just to the right of the clef sign. This is the signature 
for the key of F. See (d) of exercise 27. 


6. Construct major scales on the following pitches: Bb, Ep. Ab, Db 
Gb and Cb. 


7. Find the signature of each scale after it is written and place it to the 
right of the clef sign. Each new flat will be placed to the right of those 
already found. 


. 8. Make a table of the signatures for the keys of F, Bb, Eb, Ab, Db, 
Gb and Ch. Compare it with the table at the end of the chapter. 


Minor Scales. 


Augmented 
d)Harmonic;e) Seconds 











Play a major tetrachord as at (a). Play it again and make the third 
small instead of large (b). Analyze the intervals and you will find that this 
tetrachord consists of a large second, followed by a small second, followed 
by a large second. The diagram is 1-Y2-1. A tetrachord built according. 


to this pattern is called a minor tetrachord. 
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Sing minor tetrachords from various pitches. Sing first on “la” and 
memorize the sound. Sing on numbers, as | 2 3 4. Sing on pitch names, 


which involves thinking the intervals. 


In learning minor scales by tetrachord it is necessary to learn two other 
tetrachords. The one shown at (c) consists of a small second, followed by 
a large second, followed by a large second. This is called a natural 
tetrachord. Sing this type of tetrachord on “‘la,’’ then on numbers as 
5 67 8, (this tetrachord occurs only as the upper part of a scale). Sing 
on pitch names. 

The tetrachord shown at (d) involves a new interval. Count the staff 
degrees. There are only two, so it is a second. Count the distance on the 
piano and discover that this second is a half step larger than a large 
second. It is called an augmented second. The augmented second (see e) 
sounds like the small third but does not appear so on the staff. The tetra. 
chord which consists of a small second, an augmented second anda small 


second is called a harmonic tetrachord. 


Sing harmonic tetrachords on different pitches. 


1. Memorize the sound andsing on‘‘la.” It is helpful to connect the first 
two tones and the last two tones. Do not try to think the augmented 
second. 

2. Sing on numbers, as 5 6 7 8 (this tetrachord occurs only as the 
upper part of a scale.) 

3. Sing on pitch names. In connection with this exercise, it is a good 
plan to drill on augmented seconds from many pitches. 


4. Sing the four different types of tetrachords from one pitch. 


5. Recognize the .different types of tetrachords and name them when 
dictated to you. These may be written from dictation. (Refer to section 


IV of supplement to chapter IV.) 
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Construction of Minor Scales. 














Natural Minor Melodic Minor ~ Harmonic Minor 


1. Sing a minor tetrachord. Start a whole step above the last tone and 
sing a natural tetrachord. Repeat the process, writing as you sing. The 
scale which results is called a natural minor scale. (Also called original and 


pure. It is shown at (a). 


2. Sing a minor tetrachord. Start a whole step above the last tone and 
sing a major tetrachord. Repeat the process, writing as you sing. The 


scale which results is called the melodic minor scale. 


The scale is used in this form only when ascending. The descending 
orm is the natural minor. The melodic minor scale in both ascending and 


descending forms is shown at (b). 


3. Sing a minor tetrachord. Start a whole step above the last tone and 
sing a harmonic tetrachord. Repeat the process and write as you sing. The 


resulting scale is called the harmonic minor scale (shown at Cc). 


4. Compare the three forms of the minor scale and note the following 
points: 
(a) The lower tetrachord is always minor. 
(b) The upper tetrachord may be natural, major or harmonic. 


(c) A diagram makes this clear: 


natural tetrachord (forms natural scale). 


major tetrachord (forms melodic scale. 
minor Pee hard ayes oe desiaroral).. 


harmonic tetrachord (forms harmonic scale). 


5. Construct the different forms of the minor scale on the following 


pitches: C, C#, D, Ep, E, F, F#, G, G#, A, Bb, B. Construct by tetrachords. 


an 


Signatures. 


(b) © Minor Eb Major 











1. Build a natural minor scale as in the exercise above. Form the 


signature exactly as in the major scale. 


2. Note the signature for the scale of C minor is the same as that for Eb 
major. These two scales have the same tones, altho the tonic and domin- 
ant tones are different. Since the scales of C minor (natural form) and E> 
major have the same tones and the same signature they are said to be 
relative scales. C minor is the relative minor of Eb major; Eb major is 
the relative major of C minor. It is quite usual to say that a minor scale 


“borrows” its signature from the major key a small third above. 


3, When a major and a minor scale are written on the same pitch they 
are closely related because they have the same tonic and dominant. The 
minor scale is then called the tonic or parallel minor. In Example 31 the 


major scale is shown with its relative minor and its tonic minor. 














Major Relative Minor Tonic Minor 


4. When using the melodic or harmonic forms of the scale it is neces- 
sary to write in the sharps and flats which affect the 6th and 7th degrees 


of the scale. The signature is for the natural minor only. 


5. Make a table of signatures for the minor scales you heve written. 
Start with E minor and find the signatures in the following order: E, B, F#, 
Ct, Gt. Start with D minor and find the signatures for D, G, C, F, Bb, Eb, 
It is possible to find the signature of Df and A} minor and of Ab minor, but 


these keys are seldom used. Compare your table with the table at the end 
of the chapter. 
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Keyboard Practice. 
1. Play the four types of tetrachords from one pitch. Use the following 
rhythms. 


@ dlddld i 


Ove ah iee 
Gene eh ll 


2. Play the three forms of the minor scale as follows: 

(a) Minor tetrachord in left hand, major tetrachord in right hand. Play 
the natural tetrachord when descending. 

(b) Minor tetrachord in left hand, natural tetrachord in right hand. 

(c) Minor tetrachord in left hand, harmonic tetrachord in right hand. 

3. Play the three forms of the minor scale in one hand. 

4. Review of scales. Some of this work is much more advanced than the 
preceding drills and may be left until later. 


(a) Play major and minor scales in the following rhythms: 


: (Byes old « (loceclce 


: ( 
@id lds ls FI d via pois 


(b) Play from any degree of a scale to the octave above and return. Ex. 


32. This requires concentration and the scale must be kept clearly in mind. 





(c) Choose a definite rhythmic motive and improvise a phrase of four 
measurés within any scale. The progression must be stepwise in all cases 
except that a leap from 5 to 1 or 5 to 8 may be used at the close. Estab- 
lish a strong rhythmic feeling and play the four measures silently on the 
piano keys several times before playing in the scale. Play over as extended 
a range as possible. This develops an automatic knowledge of the scale 
and is useful in developing the ability to play florid passages based on 


simple harmony. Refer to Ex. 33. 








1. Sing major and minor scales to the rhythms used in (a) of No. 4 
of the keyboard drills. , 
2. Sing the following tone groups. They involve scale passages an 


an occasional leap in the tonic chord. 


Fix the key by singing: - » 1 (5 5.14 [ana a 6 15 sole 
(5) 1315 5l6 7lsall 


| 
a oan (6) §7615-5l4 3 2lill 
a aa (7) 876154'315 67I8ll 
hee he (9112314516518 ll 
(487 leslsil 


@M1!ls2li3sis4al3a5is7l65lé7l1s ll 


Table of Key Signatures 














Supplementary Material. 


The following material is interesting and of value to the teacher and 
the advanced student. It may not be applicable to the average class but 
can be used ai the discretion of the teacher. 


Section I. 











For practical purposes consider | and 5 as the fixed tones of any mode 
of scale. Of the remaining material within the octave there are two different 
pitches of sound for each degree of the staff from which to select what is 
known as a diatonic scale. Ex. 35. Select the perfect intervals (P4 and 


P5) and the large intervals (L2, L3, L6, L7). What scale results? 
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In the three forms of the minor scale in common use, we find that 
!, 2, 4 and 5 are fixed tones.* The selection of the small intervals (S3, 
56, S7) in addition to these fixed tones forms the natural minor scale. 


What scale is formed by using the fixed tones and $3, S6 and L7? 


Section II. , 


_ The student should experiment in forming new scales by employing 
only | and 5 as fixed tones and choosing the remaining tones of the key 
group as he desires. Many unusual combinations will be found. Another 
way of discovering new scales consists of combining the various tetrachords 
in any combination. Compare the results of these experiments with the 


table of scales which follows. Ex. 36. 








Phrygian Darian Lydian Hungarian 


Section III. 


Compare the four tetrachords at the piano in the following manner. 

_ First take the major and minor tetrachords. Three tones are fixed, 1, 2 

and 4. The 3rd can be either large or small. Press down 1-2-4 silently, 
then L3 and S3 alternately (Ex. 37). Do this on various pitches. 





In the pure and harmonic tetrachords, 5 and 8 are fixed. For the pure 
tetrachord use a $6 and S87. For the harmonic tetrachord use S6 and L/7. 
Proceed as in Ex. 38. 


Ex. 38. 





Another helpful summary for the keyboard consists in the combination 
of upper and lower tetrachords as shown in Ex. 39. Name the kind of 
tetrachord in each case. Start on different pitches. 





Ex, 39, 
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ion IV. 
For a test mark the following tetrachords by scale numbers, indicating 


the keys in which they belong. Capital letters are used for the major keys 


and small letters for the minor. 


Sect 


, 


ee Bourree. 














Section V. 


The following examples show some of the more unusual scales. 
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Chapter V. 


Intervals in Key Relationship. 


The following work takes considerable thought and time but the results 


justify all of the effort necessary. ' 


First, it trains one to think and feel melodic cadences and establish 


key in the most simple direct way. 


4 


Second, it provides a review of key material and scale structure. 


Third, it develops an understanding and feeling for the nature of 
music, 


Fourth, it teaches the relationship of harmony to accent, and of accent 


to accent, essentials of great importance. 


Fifth, it provides a basis for part leading in the work that is to follow, 
not only rendering unnecessary the customary rules with their multitudinous 


exceptions, but it makes tone thinking unavoidable. 


Find the large 3rds in the major scale; also in the harmonic minor scale. 


Ex. 42 shows a summary of the large thirds in both scales. 








A large third can be placed in 3 major scales and 3 harmonic minor 


scales. (Ex. 43.) Follow this procedure on various pitches. 
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Melody construction using large thirds. 


Employ large thirds in the melodic relations indicated in Ex. 43. Place 


a L3 in the second or third bar of a four-measure phrase, and complete the 


being careful to establish and confirm the key. 


melody, 


In Ex. 44 note that the same L3 is used in different scale relationships. 


Extensive practice in this type of work requires concentration but consider- 











able facility will result. 


How many small thirds are found in the major scale? In the harmonic 


g to the 


minor scale? Place these in key and construct melodies accordin 


same procedure employed in the preceding work with large 3rds. 
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Extensive work on perfect 4ths and 5ths need not be done. Perfect 4ths 
occur on every scale degree except 4, and perfect 5ths occur on every de- 
gree except 7, A perfect 5th or 4th can be placed in seven different keys (Ex. 47). 
Certain 4ths and 5ths are less melodic than others. Refer to all of the ex- 
amples given on page 5 and observe the scale relations. Sing thru a number 
of melodies from various sources; find all Aths and 5ths; note their relation 
in scale. “To a Wild Rose’” by Mac-Dowell contains many P4ths. 


Ex. 47. 


1 = 5:n-A and, a 1 - 4 in G and g 
2-6inG 2 <5 in F and ¢ 
32 Trin Fk 3-6 in Eb and e 
4-8in E ande 52. 8 int Grandre 
See 2ran. 1 Jand d 6 - 2 m Bp 
62. 3yin. ks and cz 7 - 3 in Ab 
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Chapter VI. 


The Tonic and Dominant Harmonies. 


The student should now be ready to leave the fundamental tone as a 
working basis, and work from the melodic and rhythmic basis only. Mr. 
Klauser made a distinction between chord and harmonic relations, the 
harmonic percept arising from a chord of definite key material. For ex- 
ample, G, B, D are components of a G chord that might belong to many 
keys. Considering the chord as 1, 3, 5 of a key, there is a quality arising 


from the scale degrees which is more than mere chord relation of intervals; 


there is a harmonic percept. 


Play or have the following examples played. In the Beethoven excerpt, 
which of the first two chords is active and which is reposeful or seemingly 
at rest? Analyze the remaining chords in the same manner. Listening to 
Ex. 50 (b) name the chords as active or repose. These two contrasting 
chord qualities are represented by the tonic and dominant chords; the tonic 
being repose, the dominant, active. That the student may from the outset hear 
scale material in its harmonic aspect, but two harmonies are employed in 


the beginning, the others being introduced progressively. 


Beethoven. Op.21 





Ex. 50. 


The following theme by Haydn shows very clearly the structure of the 
tonic and dominant chords. The dominant chord includes a 4th tone which 
is seven staff degrees above the root. It is called a Dominant seventh 
Chord. This chord is employed more often than the dominant triad be- 


cause the chord seventh increases the active quality. 
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The dominant seventh chord consists of a major triad plus a 
small seventh from the root. Such a chord can be termed a “‘first species” 
seventh, that name having reference to the structure of the chord and not 
its relation in key. See Chapter XIV for discussion of species. 


All of the scale tones are included in the tonic and dominant chords as 
shown in Ex. 52. The tonic triad consists of repose tones, the dominant 
chord of active tones. According to the natural melodic law of tonal mag- 


netism the active tones seek repose and “‘resolve’’ to tones of the tonic chord. 





Play the dominant 7th chords of Ex. 53 and listen for the natural reso- 
lution of each chord degree. Refer to the section on triads (p. 13) for the 


meaning of the terms: chord degrees, root, 3rd, 5th, etc. 


Ex. 53. 





Sing each chord degree by its scale name (either syllable or number) and 
resolve it. Following are the natural -resolutions. The bass which is chord 
root (scale 5 or ‘‘so’’) moves to tonic root (scale one or ‘‘do’’). The tenor 
which is chord 5th (scale 2 or ‘tye’’) moves to tonic root (scale 1 or ‘‘do’’). 
The alto which is chord 3rd (scale 7 or “ti’’) moves to tonic root (scale 
1 or ‘“‘do’’). The soprano which is chord 7th (scale 4 or “‘fa’’) moves to 


tonic 3rd (scale 3 or ““mi’’). 


The exceptions are shown in Ex. 53. The dominant 5th (scale 2 or “‘re’’) 
may resolve to tonic 3rd (scale 3 or ‘‘mi’’). See (b). The dominant root 


(scale 5 or “‘so”) may remain and become tonic 5th when in any voice but 


the bass. See (c). 
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The following diagram shows the chord and scale relations of I and V7 


with the resolutions. 


Dominant Seventh (V7) , Tonic (1) 


Chord Scale Scale Chord 

7 eles te a 4 ‘ Wweaeeasee 3rd 
Oblversccsss 2 Word) ses Root(or 3rd) 
Sr ert ee 7—-S f Lae ea As 2 Root 

OO teers. see re lierB). Roat(or 5th) 


The student should master these relations before proceeding further. 
The following drill will help. The teacher plays various Vz chords in 
many keys, using each chord degree in the soprano. The student listens 
to the soprano and (1) sings the scale tones (on syllables or numbers or 
both), (2) recites the corresponding chord degree. See Ex. 54. 











(1) Fa-mi, 4-3, 7th to 3rd. 
(2)Re-do, 2-1, 5th to Root. 
(3) Ti-do, 7-8, 8rd to Root. 
(4)So-so, 5*5,Root to 5th or 
So-do, 5-1,Root to Root. 


The dominant harmony followed by the tonic makes what is known as 
the authentic cadence. Perfect when the root of the tonic chord falls in 
the two outside parts with root bass in the dominant chord; imperfect 
when otherwise. Ex. 55. 


As cadences make or mar the artistic side of a composition, their im- 
portance cannot be over-emphasized. As one should think and write phrase- 
wise, treating each part as an individual melody, the cadences are the 
objective points to which everything leads. 


While hearing the parts as superposed melodies, as stated before, each 
tone should be heard in relation to the root of the presiding harmony. For 
training in this, play the patterns of Ex. 55; sing and name both the scale 
and chord relation of every tone. For example, taking the upper part of 
No. 11: Do, chord-root to Re, chord-5th to Do. Bass: Do, chord-root to 
Ti, chord-3rd to Do. Alto: So, chord-root, So. Tenor: Mi, chord-3rd to 
Fa, chord-7th, to Mi. 
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so notice that the 


Sometimes there is confusion about the sevenths, 


7th. Other relations will be employed later; 


scale-7th is not the dominant 


the lesson now is to hear these two relations, chord and scale, so that the 


nature of the material may be the guide to all part leading. 
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Construction of Cadences. 


| Three Tone Melodic Groups. 


Start with any tone of the tonic (1, 3 or 5); follow it by a tene of the 
dominant seventh chord and resolve the latter according to the principle of 
tona) magnetism. This can be done systematically: 


1. Go from Do (scale 1) to Do by as many paths as possible. 
2. From Do to Mi. From Mi to Do. 

3. From Mi to Mi. 

4. From So to Do. 


Harmonization of 3-tone Melodies. 


Choosing any one of the melodies, proceed as follows: See Ex. 56. 


1. Choose the bass note for the tonic chords. Since the root and 3rd are 
the only strictly repose tones of the tonic, do not use the 5th of the tonic 
in the bass at present. By experimenting you will find the following to 
be true: 


When the root is in the soprano, the third sounds best in the bass, and 
vice versa. It is perfectly good to have the root in both soprano and bass. 
Do not use the 3rd in both parts. 


2. Sing and write every dominant tone which will move between the 
two tonic tones. 





Ex.56 . 








Note the following points in Ex. 56. 


The bass of (b) is smooth. The bass of (c) is possible. The bass at 
(d) is less good because the two voices leap in similar direction. The ex- 
ample (e) is entirely wrong because of the resolution of the chord 7th (*) 
At (f) note that both soprano and bass take the same path. This would 
simply repeat the melody in another octave. The idea and purpose of 
harmony is to add color and diversity to the parts, so the movement of the 
parts will not be identical. The movement of voices as shown at (f) is 
known technically as “consecutive octaves’ and is avoided in vocal writing. 
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Before proceeding further it will be necessary to discuss the matter of 
inversions. Note that the root of the chord was not always in the bass 
in the melodies of Ex. 56. When the relative position of the chord degrees 
is changed by placing other than the root in the lowest part, the chord is said 
to be inverted. 





When the chord-3rd is in the lowest voice, the chord is said to be in 
first inversion, which may be indicated by the figure 3 below. With the 
chord-5th in the lowest voice we have the second inversion of the chord, in- 
dicated by a 5. The principle of inversion applies also to the dominant 
seventh chord in which we find the third inversion, since the chord has four 


tones. 
Ex. 58. —— 
: 5) 5 Wt 


Review the work of Ex. 56, stating all inversions. 








Color-Basic Principle. 


Play the tonic chord omitting the 3rd. What is the effect? The root 
and fifth are called “‘basic’’ degrees. Add the 3rd; it is the “‘color’’ tone. 
In the dominant 7th chord ‘the root and the 5th are basic; the 3rd and 7th 
are color tones. Experiment in the following manner: Play two parts only 
(bass and soprano). 


1. Tonic—root and 5th; root and 3rd; 3rd and 5th. 


2. Dominant 7th—root and 5th; root and 7th; root and 3rd: 3rd 
and 7th; 3rd and 5th; 5th and 7th. 


In general it is found that a basic tone sounds best against a color 
tone and vice versa. This Principle will aid in the choice of inversions and 
should be applied in the following assignments. 


In the following work the cadences are not necessarily what should be 
used at the close of a composition, but also what would be suitable for the 
close of any phrase and any tonic harmony within the phrase. This brings 
into use the inversions; but with only two harmonies that is a simple matter. 
The practice of writing and playing root basses persistently is one of the 
pitfalls of the beginner, and worse than time wasted, because it is a habit 
difficult to eradicate. As there is little good music without inversions, the 
habit is not only negatively bad, but positively so. 
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Assignment. 


Write as many basses as possible to all of the 3-tone melodies previously 
written. When completed, mark all chords, indicating the chord by a Roman 
numeral corresponding to the scale degree upon which it is built (as I or V). 
Place an Arabic numeral corresponding to the chord degree in the bass under 
the Roman numeral (as I, V, etc.). When the chord root is in the bass no 
figure appears under the Rowen numeral. 


The following plan will clarify the procedure in harmonizing the 
melodies. 


1. Sing melody on syllable or scale numbers. 
2. Mark the I and V chords. 


3. Choose the bass tones for the I chords. Apply the color-basic 
principle. 


4. Find all possible melodic paths between the two I bass tones. 
5. Choose the one which follows the color-basic principle. 


_ 6, In class work, sing in two parts. When working individually, sing 
one part and play the other. Play both parts. 


7. Rapid drill: point to various notes, naming them in both their scale 
and chord relations. 


Possible Progressions. 





Ex. 59. 





In Ex. 59 check each of the following statements with its musical 
illustration. ‘ 


(a) The two basics in the V are good because of contrary motion. 


(b) The two basics in the V are possible because of the smooth bass 
melody against the stationary soprano. 


(c) Two basics in the I are possible, especially when it occurs at the 
beginning of a phrase. 


(d) Altho both parts move the same distance in the same direction, 
this example is good because the relations are color and basic. 
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Ex. 60 (a). Play this example. Is the effect pleasing? Since both parts 
are basic and move identically, there is no contrast. This effect is known 
technically as “consecutive fifths’ and is usually poor in vocal writing, 


especially in outer voices. 


(b) Here the basic relation of soprano and bass in the second chord 
(V) is taken by contrary motion and is good. 


(c) The basic relation of soprano and bass in the second chord is pre- 
ceded and followed by a color-basic effect. This is a possible progression. 


(d) In all the chords the basic relations are taken by contrary motion 


and the progression is possible. 
Two rules are deduced from the above examples. 


1. Outside parts moving in parallel motion should be color and basic, 


not both basic. - 


2. Basic relations may be taken consecutively if the parts move in con- 


trary motion. 


Write basses to the following melodies, employing the plan outlined 
on p. 36. They are not necessarily final cadences. ‘ 








In the following consider the melody as a complete unit and end upon. 


I with root in the bass. 
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Chapter VII. 


Intervals in the V7 Chord and Its Inversions 





inDord /7-4inDord 
6 


7 
-2 in b minor 2-6 in b minor 


In the Vz chord the interval from root to 7th (see a) is a small seventh 
(S7th). It is one whole step smaller than an octave. Write and play S7ths 
on various pitches. Find S7ths in the major and harmonic minor scales. 


Extensive drill is not necessary. 


The interval from 3rd to 7th is called a diminished fifth (D5th) and is 
one half step smaller than a perfect 5th. (See b). Its inversion, the 
augmented fourth shown at (c) occurs in the 2nd inversion of a V7 chord, 


The augmented 4th is one half step larger than a perfect 4th. 


Drills. 


1. Write Dim. 5ths and Aug. 4ths on many pitches. 
. Find one Dim. 5th and one Aug. 4th in the major scale. 


. Find two Dim. 5ths and two Aug. 4ths in the harmonic minor scale. 


& “Go “iS 


. Place any Aug. 4th or dim. 5th in one major key and in two minor 


keys. See (d) and (e) Ex. 63. 





1. Play Ex. 64 and complete it. Observe the pattern carefully. 


2. Play Ex. 65 (a) and continue it. Note the intervals carefully. 








3. Ex. 65 (b) combines the Dim. 5th, L3rd, and Aug. 4th and S6th. 


° 
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Triad and Interval Drills 


Before adding the inner parts to the exercises of Chapter VIII, further 
drill upon the inversions of triads and the new intervals found in the V7 
chord is necessary. The only new intervals found in the inversion of major 
and minor triads are: (1) large sixths and (2) small sixths. See Ex. 66. The 
L6th is one whole step larger than a P5th; the S6th is one half step larger 
than a P5th. Notice that the upper note of a large sixth is found in the major 
scale formed on the lower note. The student should practice thinking, 
playing and writing Léths and S6ths on many pitches. When this has become 


more or less automatic, proceed with the drills outlined. 





Drills. 


1. Find the L 6ths in the major scale. There are four. Find the L 6ths 


in the harmonic minor scale. There are four. 


2. Find the S 6ths in both the major and harmonic minor scales. There 


are three in each scale. 


3. Place a L 6th in 4 different major scales and 4 different minor scales’ 


See Ex. 67 (a). 


4. Place a S 6th in 3 different major scales, and 3 different harmonic 


minor scales. See Ex. 67 (b). 








1-6 in 2. 
-7 ind 1-6 4p 
-S8 inc# 5-3 ina 


2-7 
3-8 
4-2 inb 
6-4 in gf 
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5. Many interesting melodies can be invented using the L 6th and S 6th 
in various keys. See Ex. 68. Note that the same interval is used as 


5-3, 1 =), etc. 














1. What is the interval structure of a major triad in first inversion? 
Of a minor triad in Ist inversion? Build 1st inversions rapidly by interval 
as (a) small 3rd plus perfect 4th, (b) large 3rd plus perfect 4th. 

2. Follow the same process as in (1) with the second inversions: P 4th 
plus L 3rd; P 4th plus S 3rd. 

3. Play a L 6th and sing the tone which will make it a major triad, then 
a minor triad. See (e). 


4. Follow the same procedure as in (3) using a S 6th. See (f). 
5. Play a P 5th in the right hand. Play the L 3rd of the triad in the left 


hand an octave lower. See Ex. 70 (a). Do the same with a minor triad. 


See (b). 








Ex.'70. 











; 6. Play a S 6th in the right hand. Add in the bass, (left hand), the tone 
which makes it a major chord. See Ex. 70 (c). Add a tone which will make 
it a minor chord. See (d). 

7. Follow the procedure of No. 6 using a L 6th. See (e) and (f). 

8. Wagner used an interesting harmonic plan in part of the ‘Pilgrims’ 
Chorus” from Tannhauser. Note that triads only are used. What types? 
Analyze the example (Ex. 71) carefully, noting the chord degree in the low- 
est voice and any common tones. Transpose the example to various keys.: 











Ex, 72. 











ite 
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Chapter VIII. 


Four Part Harmonization. 


Employing four parts, one tone of a triad must necessarily be doubled. 


By experimenting one finds the following principles to be true: 
1. With the root in the bass or lowest part, double the root. 
2. With the 5th in the bass, double the 5th. 


When the tones of a chord are widely separated as at Ex. 73 it is said 
to be in “‘open”’ or ““extended”’ position. If, in four part writing, the soprano 
and tenor are within an octave, the harmony is said to be in “‘close position.” 
In open position the tenor is generally more than an octave from the 


soprano, and the parts are more evenly distributed. 


ix. Is. 





Qpen Position Close Position 


For vocal music the alto should not be more than an octave from either 


tenor or soprano. A passage may be in either close or open position, inter- 


changing as the movement of the voices require. 


Taking different pitches as root, write and play major and minor triads, 
keeping the root in the bass and placing each degree of the chord in the 


upper part as at Ex. 74 (a) and (b). Double the root. 





Ex. 74. 
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The lesson of the lesson is to cultivate skill in the distribution of the 
parts. It is a delicate and subtle art, as the different tone combinations, in- 


versions and spacing of parts give varied harmonic effect. 


Employing the chord-5th in the bass, begin in close position and write 
with each chord degree in the upper part as at Ex. 74 (c). Double the 5th. 


With the chord-3rd in the bass new problems arise. The color-basic 
principle has already been explained. One is less likely to increase the color 
element, especially in major chords, altho this depends upon the scale re- 
lations. The 3rd is seldom doubled in the tonic chord (major mode). Since 
the small 3rd is darker than the large 3rd, it may be doubled with good 


effect in minor chords. In general, double the soprano. 


Taking different pitches as chord-3rd, write the positions as shown in 


Ex. 75 (a) and (b). 





Ex,.75. 





Note in (c) that the effect is too thick, so the distribution of parts at 
(d) is better. Pitch is an important factor. Do not place a 3rd in a low 


register in vocal writing. 


Assignment. 

Add the inner parts (tenor and bass) to the two part work which has 
been completed. 

It is best to have a definite plan as follows: 

1. What chord degrees are present? 

2. What is needed to complete the chord? 

For convenience, the rules for doubling are repeated here: 


(a) When the root is in the bass, double the bass. 
(b) When the 5th is in the bass, double the bass. 


(c) When the 3rd is in the bass, double the soprano (melody tone). 
(d) Use all four tones of the V7 with one exception. See Ex. 78 (b). 
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Ex. 76 will illustrate the assignment in detail. 





Kx <76. 











(a) Soprano and bass given. What degrees are present in the first tonic 
chord? Root and 3rd. What is needed? Another root (since the chord 
is in root position) and the 5th. 

What degrees are present in the V7 chord? 7th and 5th. What is 
needed to complete the chord? 3rd and root. 7 

Allow the inner parts of the V7 to resolve naturally and the following 
tonic chord will have correct doubling. 

(b) The completed example is shown. Go thru the entire exercise, 


asking yourself the questions outlined. 


Problems in the Four Part Work. 


1. As the root provides the basic quality for a chord, the 5th is some- 
times omitted. This is often necessary when every tone of a V7 resolves 
strictly. See Ex. 78 (a). 

2. For a closing cadence it is better to have a complete tonic chord. 
Because of this the 5th of the V7 (Re) is omitted and the root is doubled. 
Since there is an excellent balance of parts, two color tones and two basics, 


the Vz with omitted 5th and doubled root is good. See Ex. 78 (b). 
To prove this play the various arrangements of the V7 chord in Ex. 77 


and determine which are most satisfactory. 


(a) (b) (c) (a) 














x77. 











Good Gvod Too many Too many 
basics color tones 
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Ex.78. 





3. Since a complete tonic chord is more satisfactory for a closing 
cadence, the 3rd of the V (Ti) often resolves to the 5th of the I (So) 
rather than to I root (Do). In other words, Ti (chord-3rd) may fall back 
to its generator, So (chord-root). See Ex. 78 (c). The effect of a complete 
tonic chord is more important than the resolution of one tone in an inner 


part. 
4. In Ex. 79 (a) note that the 7th of the V (Fa) ascends to the 5th of | 


(So). The natural tendency of Fa is down to Mi. Since it does not so 
resolve, the ear should be satisfied by hearing the tone of resolution (Mi) 
in another prominent part. As the bass is next to the soprano in importance, 
the 3rd of the | (Mi) may be taken in that part. See (b). It would naturally 
be approached by the 5th of V (Re). See (c). From this deduce the rule: 


When Fa ascends to So, it is accompanied by Re in the bass, and Re 


ascends to Mi. The outer parts move in 3rds. 


Ex.'79. 





5. When adding the inner parts to Ex. 80 (a) note that Fa is not in- 
cluded in the V. Fa is a down leader and counteracts the upward tendency 
of Re. See (b). Also, if Fa is included as at (c), its resolution to Mi would 
double the 3rd of the I. 


Ex. 80. 
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6. The 3rd of the tonic chord is sometimes doubled when the doubled 
This is usually done when the 3rd is taken by contrary 

In such cases the rhythm and the movement of 

Ex. 81. The chord 


3rd is ‘‘disguised.”’ 
voices both tend to counteract the unusual doubling. 


third is sometimes doubled as shown in Ex. 81 (b). 


motion, and on a weak pulse. 
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Add the tenor and alto in Ex. 82. Follow the plan outlined on p. 43. 
The various problems of 4 part work as discussed on p. 43-45 are included 


in Ex. 82. 


Ml 
i 
on 


See ee 


Ba 
on 






46 
‘Chapter IX. 
Harmonization of Melodies. 


The Dominant Ninth. 
Creative Work. 


Fore - phrase 


A Sten 4 a After-phrase 





Sing the melody above. Note the rhythmic divisions as marked. The 
unit next larger than a bar is termed a section. A section may be two or 
three bars, not more. The next larger group, consisting of two sections, is 
termed a phrase. Phrase refers to content and is defined by cadence, so it 
may be of varying lengths. The normal phrase is four bars long but we 
find ‘“‘short phrases’’ of two bars, “long phrases’ of eight bars, which are 
determined by the tempo. Phrases are also of irregular lengths as 3, 5, 6 


bars, etc. 


The most essential factor in the harmonization of melodies is the selec- 
tion of harmonies to meet the metric and rhythmic needs. The kind of chord 
and its position or inversion are greatly influenced by the section and phrase 


accents and their relation to the whole melody. 


In all rhythmic groups there are strong and weak elements; not only 
strong and weak beats in the bar, but strong and weak bars in a section, etc. 
The harmony must be selected to amplify these effects. The student should 
first recognize and mark off the rhythmic groups, find the cadences, consider 
their relative importance, and choose appropriate chords and inversions for 


these vital points before attempting details. 


' To demonstrate the fact that accent is a factor in selecting harmony, and 
that so-called “‘rules’’ of harmonization mean little, play Ex. 84 (a). Observe 
that while the fourth note of the melody can be harmonized by a V7 it an- 
ticipates and spoils the effect of the following section accent. The example 
at (b) is equally bad for the same reason. For a satisfactory result the 


harmony should change on the section accent as at (c). 








Ex. 84. 








As nearly every principle of writing can be learned in dealing with | and 
Vz, it is better to restrict the work to the use of those two harmonies until 
the fundamentals are thoroly mastered. Variety of chord positions is more 
important than the use of many harmonies. Each position and inversion 
produces its own characteristic effect, and the selection of these to meet the 
specific rhythmic demands is an art that requires thought, experience, and 
good taste. The best way to cultivate good taste and judgment is to ex- 
ercise it. Contrast, proportion and rhythm will always be elements of art, 
so when we make the study of music the study of material in relation to 


these things, we are dealing with vital, lasting elements. 


Before harmonizing the following melody, Ex. 85, observe the following 


principles: 


1. Unless the tempo is very rapid, the law of contrast requires the use of 


an inversion when two or more successive bars of the same harmony occur. 


2. For a conclusive close the root of the V should precede the final | 


which will be in root position. 


' 3. The quality of an accented beat or bar should not be anticipated 


on a preceding weak beat or bar. 
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Plan of procedure. 


1. Sing the melody, Ex. 85. What is the tempo? 


2. Mark the section accent. What chord is required here? Since this 
is the cadence section, what position is best? 


3. What harmony occurs thruout the first section? How can variety 
be obtained? Refer to principle |. 


4. Which inversion should be used? Apply color-basic principle. Why 
would [ bea poor choice? Refer to principle 3. 


5. Write the bass. Refer to the exercise. 


Ex. 85. 





The following principles will apply to the melodies of Ex. 86. 
A. The tonic chord with the 5th in the bass (1) possesses a progression 


» 
quality and can be used where a dominant quality is desired. Do not use 


I when a strictly tonic quality is desired. The I can be used on a weak 
: : 


t oO 
pulse to give variety in a bar or section where the tonic harmony presides 
thruout. 


B. When a tone on a weak 
change the harmony. 
C. When the melody is static, the bass should move and vice versa. 


Ask yourself the following questions about the melodies of Ex. 86. 
Write the bass from the figures indicated. Refer to the principles just given 
and observe how they apply to the harmonization which is suggested. 

1. Where is the section accent in each mel 
inant tone? What quality is desired? 


2. If the tone is a member of the t 
is desired, what chord can be used? 
3. How can variety be obtained in the first section of melody No. 1? 


4. Why is the harmonization of the second and third notes of melody 
No. 2 good? 


5. Add the inner parts. 


pulse is repeated on the following accent, 


ody? Is it a tonic or dom- 


onic chord but a progression quality 
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The use of I VERS 


The second inversion of the tonic (I) is most often used in cadence 
and falls on an accent. Jt demands the eee root (V) and should be 
stronger than the latter. It may occur between two dominant chords as 
shown at Ex. 87 (a). In this case it sounds like a passing chord and is un- 
accented. 

The progression at (b) is very bad, because the V anticipates and spoils 


the effect of the accented I. Therefore, I occurring on an accent cannot 


be preceded by V. 


Ex,-87. 





' The use of V 


The second inversion of the dominant (V) when falling on an accent 
suggests a modulation. Therefore, unless a modulation is desired, counter- 
act the demand by including the seventh (V7). The latter often occurs 
in the cadence section of a melody. See Ex. 88 (a). aa a a good 
progression, since the bass of Vv (Re) resolves naturally = its generator 
(So). eae is less satisfactory. Why? 

The dominant triad in second inversion ( is best used as a passing 


chord on a weak beat, the bass moving by step. Ex. 88 (b). 





Ex. 88. 
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Assignment ; 


‘ 


Harmonize the melodies of Ex. 89. Have a definite plan of procedure: 


1. Sing the melody on syllable and number names. 
2. Find the harmonies for each bar, not each beat. 


3. Select the inversions for I. Apply the color-basic principle. It is a 
good plan to scan the melody and name each note as color or basic. 


4. Choose the bass notes for V which best lead to those chosen for I. 


5. Write the complete bass. 
6. Add the inner parts, watching carefully the correct resolution of V7. 


Suggestions for certain of the melodies: 


No. 3. The first note is called an anacrusis, which is the technical term 
applied to that part of a phrase beginning on the fractional part of a 
bar. In other words, a melody begins on an anacrusis unless it starts 
on the primary accent. Since an anacrusis throws weight or emphasis 
on the following accented beat, it is in good taste to leave it un- 
harmonized, or to employ inversions. The contrast serves to bring 
out the accented harmony. If the first anacrusis is left unharmonized, 
treat the next two in similar fashion. Which of the two V accents 
requires a root position and why? 

No. 4. When the melody begins with a long note, try a rest on the first 
beat and let the parts enter on the second beat. Which of the two V 
bars requires root position? 


Nos. 5 and 6. Since the melody line is varied, try rests on both first and 
third beats and employ the chord on the second beat only. 


No. 7. How can variety be obtained in the first section? In the 3rd bar 
use two different positions of the V chord. Determine the best position 
by the accented note of each triplet. 
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Melody Construction 
Note that in a four bar phrase it is possible to have the following 


arrangements of tonic and dominant harmony: 


Oe ot yey ll 
Smee 7. Wave. a tal | 
In No. 1 it is best to have an inversion in bar two. Why? In No. Z it is 


Ex. 90. 


best to have two different positions of the V7. Why? 


“ 


Assignment. 
1. Play the chord patterns of Ex. 90. Play the chords rhythmically with 


strongaccents. Choosing any rhythmic pattern such as J d|d.d1JJJ0 Ill 
sing a melody while playing the chords. The harmony and rhythm will aid 


in creating musical melodies. 


2. Write the melodies you sing. In some cases they will contain tones 
which do not belong to the chord. These are called “‘by-tones” (or non- 


chordal tones) and will be discussed at length in a later chapter. 


Longer Melodies 

Melodies of 8 bars usually consist of at least two well defined phrases, 
which are termed fore-phrase and after-phrase. Refer to Ex. 83. They are 
also called antecedent and consequent. One is often stronger than the other, 
usually the after-phrase, since it confirms or completes the idea of the fore- 
phrase. Because of this fact the after-phrase is harmonized in a stronger 
manner. This is often accomplished by using a lower register. ; 

There are three primary elements of contrast and unity: Rhythmic 
Setting, Melodic Line, and Harmonic Treatment. In a melody of eight bars 
or more, these elements must always be considered. The cadences of the 
section group should be less definite than those of the longer groups. If 
they are not so in the melody, then the harmony should produce that effect. 
The relative strength of the cadences must be considered. When the V 
harmony falls on the closing beat of the fore-phrase, it is called a “‘half- 


cadence,” also a “‘rising cadence,” as the effect is equivalent to an interro- 
gation point. Asa rule the root of V is used for such a cadence. In order to 
mark the pause it is better to use the V triad, as the 7th of the V (Fa) 


destroys the feeling of pause. 


oy 


The section cadences can be termed ‘‘quarter-cadences.”’ They are 
relatively less important than half-cadences, and inversions are often used 
at such points. 


Sing thru the melodies of Ex. 91 and find the half-cadences. 


Find the quarter-cadences in melodies 6, 7, 8, 9. 


The following principles may be applied in several of the melodies: 


A. A sequence will often require different positions of chords at cadence 
points than would ordinarily be used. 


B. Within the phrase inversions are used to produce continuity as well 
as variety in the bass melody. 


C. A long note in the melody is an invitation for movement in at least 
one of the other parts, especially if the long note falls at the close of a 
section where the cadence should not be too marked. 


D. When the melody moves by leap or is decorative, the bass should 
be more static. 


E. If the melody moves at cadence points the bass should include the 
long notes to mark the phrases. 


In harmonizing the melodies of Ex. 91 follow a definite plan: 
1. Sing the melody on neutral syllable and on scale numbers. 


2. Find the cadences. Are they I or V? What is their relative impor- 
tance? Choose root positions or inversions to meet the rhythmic demand. 


3. Find the tonic chords in the phrases. Where are inversions needed? 
Apply the color-basic principle. 


4. Choose the best V inversions to lead to the I tones. 
5. Write the complete bass. 
The following suggestions for the melodies may aid the student: 


No. |. Write two parts only. Fill in the last two chords. Refer to principles 
Cand E How can you make the after-phrase heavier than the fore- 
phrase > 


No. 2. The | chord is required in the after-phrase. Use four parts. 


No. 3. The Gepented tones in bars 3 and 4 require a change of harmony. 
Which is best, I to V or V to I> When the bass is written, fill in 


the alto and tenor, using rests on the first beat. This is like a waltz. 

No. 4. This is effective in two parts. Note that it is in the minor mode. 

No. 5. Try a rest on the first beat of bars 1, 2, 5 and 7. Refer to principle 
D. The chord can be written in the bass staff as an accompaniment. 


No. Beh oce the chords on the rests. What two positions of V are best 
in bar 7? 


Nos. 7 and 8. Note the quarter cadences. How can variety be obtained? 
Refer to principle C. 


No. 9. Note the sequence. Refer to principle A. 


a — 
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ition in 


pet 


This melody can be written with a waltz 


No. 10. Change the position of the chord on beat 3. Note the re 


* 


the melody at bars 5 and 6: 


accompaniment. 


No. 11. 


At cadences four parts are good. Be sure to apply the 


Two parts. 


basic principle to the accents of bars 2, 3, 5, 6. 


color 


Why should the anacrusis be harmonized? Principles 


No. 12. Four parts. 


C and D apply in the after-phrase. 


Melodies , 


Longer 







































































54 


Dominant Ninth. 


In its relation to So (the generator of the action group) La, the scale 


6th, is a ninth. Refer to Ex. 52. What is the natural resolution of scale 6? 


Employing four parts, one of the basic degrees of a Vs (root or 5th) 
will be omitted. If the root is present the fifth will be omitted, and vice versa. 


The root is frequently omitted in the inversions. 


Spell the V» in all major and minor keys. The ninth in the minor mode 


is a small ninth. 


Instead of resolving on the root (So) the chord 9th (La) sometimes 
progresses to the chord 3rd (Ti). Refer to No. 9. Ex. 93. In such a case, 
the chord 3rd is not present with the ninth. All chord degrees above the 
fifth are said to be dissonant. When the resolution of a dissonance is a 
color-tone, the latter should not be present with the dissonance. For that 


reason the chord 3rd (Ti) is not heard with the chord ninth (La) in the 


example mentioned. 


The seventh should always be present with the ninth unless the ninth 
chord is followed by a seventh chord on the same degree as at (a) Ex. 92. 








Attention is called to the consecutive fifths between the two upper 
parts at (c) Ex. 92. They are not objectionable because the tonality is not 
obscure, and the three color elements prevent any barren effect that would 
be present without the seventh and ninth. In the outside parts (d) they are 


disagreeable. 
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Mark the chord degrees of the outside parts of Ex. 93. These examples 
should be used for ear-testing and may be transposed at the keyboard. 





Harmonizing 3-6-5 (Mi-La-So) of the scale there is no question as to 
the choice of inversions for Vo. At (a) Ex. 94 the outside parts both leap 
a fourth in the same direction, but having the relation of color and basic, 
the arrangement is good. At (b) the basic relation on the second pulse is 
taken by similar direction. It is not desirable, especially when the soprano 


makes a large leap against the step-wise progression in the bass. 





Ex. 94. 





The dominant 9th is best in root position or third inversion (V9). The 


other positions, V9 and Vy», are possible. In V» the root is omitted. When 


the 9th is placed in the bass it sounds decidedly like a non-chordal tone. See 
Ex. 95. In fact, many theorists do not recognize the dominant 9th chord 
but refer to such a tone combination as a dominant-7th with an embellishing 
tone. In any case, the use of material in an artistic manner is far more im- 


portant than its classification. 


Ex. 95. 
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Melodies to Harmonize. 


‘N 


5 the 


In No. 


Harmonize the following, employing scale 6th as a V9. 


9th may be employed in the tenor voice. 
































Analysis. 


Wagner used the full Vo for the motive of the Rhein-Maidens, Ex. 97 


(a). 


In the second excerpt (b) it will be observed that at times the chord 


In addition to the sustained bass, the melody exhibits its 


3rd is absent. 


The occurrence of the chord 3rd on the accented beat of 


harmonic source. 


the second bar preserves the impression for the remainder of the bar. 


gotd. 


c 


Wagner: Rhein 























Moussorgsky. 
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The following are difficult and are included for the teacher and ad- 


Keyboard Practice. 
vanced students. 





The Subtonic Chord, vii and viii. 


When the root of V7 or Vs is omitted, the resulting chord appears to 


have the scale seventh as root. Ex. 99. 








When the tones resolve according to the principle of tonal magnetism 


there is no doubt as to the dominant quality. For this reason the triad at 


(a) is called an “incomplete V7’ and the seventh chord at (b) is termed 


incomplete Vo. 


an 
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Since the incomplete V7 has only one basic degree (Re), double that 
in preference to either of the color tones. The progression of Fa is more 
free when the root (So) is absent. Refer to Ex. 100. 





Ex. 100. 





vii and vii7 are also used as independent chords. What scale degree 
generates the scale 7th? Refer to Ex. 19 of Chapter II. Following the 
principle of Ex. 19, the subtonic chord progresses to the chord built upon 
the scale 3rd. This harmonic progression is of no importance at this stage 


of study. For the present treat vii and viiz as dominant harmonies. 


Creative Work. 


Play the accompaniments of Ex. 101 and write original melodies over 
them. Let your ear assist in this work. If your melodies include tones 
which do not belong to the chord, it is correct if they sound well. At this 
stage it is not necessary to account for every tone. This practice is for the 
purpose of stimulating the creative power. 

Try No. 3 as an accompaniment for No. 14 in the preceding exercises 
in harmonization. (Ex. 91.) : 

















ow 
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Supplementary Material. 


The following material is perhaps too difficult for the average student. 


It is valuable for advanced students and teachers. 
The Movement of Parts. 


In Ex. 56 (f) it was said that two parts moving in unison gave a weaker 
effect, because it practically made one part less. If all of the parts are taken 
in unison, the passage is stronger, and parts are doubled (giving the ap- 
pearance of five-or more) when more strength or harmonic weight is de- 
sired. In this case there are consecutive octaves, doubled thirds, etc. 

Consecutive octaves are also allowed when the second chord is another 
Position of the first: 







Handel: Messiah. 








Ex.102: 








Remember that consecutive octaves, fifths and fourths, are so consid- 
ered only when they occur between the same parts. Consecutive unisons 
are considered the same as consecutive octaves. 

In the previous lessons, consecutive pure fifths between outside parts 
were said to be undesirable. They are not unusual between middle parts, 
or between the two upper parts, but between the outside parts the lack of 
contrast is undesirable and the tonality is obscure unless the seventh is 


present. With a succession like Ex. 1(3, there is no feeling for key: 





Like consecutive octaves, there is no objection to fifths when the second 
chord is another position of the first. 


Consecutive 5ths are also considered good when moving by small 2nds 


or against a pedal point. 
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Georges: Hymn to the Sun, 


























In example 3, the fifths between the bass and tenor are justified by the 
commot tone, also by the sequence. The repetition of a seeming irregu- 
larity shows that the latter was not accidental, but intentional. Play this, fol- 
lowing the sequence through the sharp keys back to the key of C. 


The fifths between the bass and tenor of Ex. 105, No. 1, produce no 
disagreeable effect because the tonality is unmistakable; also because there 
is a common basic tone, and in the second chord the common tone becomes 
chord 5th, secondary in importance to its use in the preceding chord. The 
five parts of the chord falling on the accent cover the thinness that would be 
heard between the alto and soprano if the extra A were not there. 


Beethoven. 














Ex.105. 





At No. 2 the chord-5th is taken as ‘root on the accent, but the fifths 
between the outside parts is exceptional. So-called irregularities are more 
often found in orchestral scores. ; 
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Again and: again they have been found with all of the voices moving in 


the same direction, and the last 5th or the close of the passage taken by leap: 


Debussy. 





Ex. 106: 








A.Georges + 
2 Cf 3 Ravel 




















A good composer employs anything that will express his ideas; but the 


student should first learn the natural, logical use of his music material, and 


not try to use for a simple text what experienced composers employ for 
tragic or lofty themes, subtle effects, and unusual conditions. 

These examples are given, not for the student to imitate, but to show 
that, with all of their liberty, good composers follow certain principles, and 
have good reasons that a student might not understand until after much 
work and the analysis of the best music. The best working basis is the 
principle of relationship, especially to the accent. 

The examples have also been given for the less experienced teachers 
who have been taught to think that the rules forbidding fifths were as 
binding as the ten commandments. Nearly all of the traditional rules were 
made for vocal music. As a matter of course they do not all apply to 


instrumental music. The timbre of different instruments produces effects 


that would be unpleasant for voices. 


One should never lose sight of the relation between the metric accents 
of the outside parts. At Ex. 107 the impression of the first chord is not 
erased by the short duration of the first G in the melody and the fifths be- 
tween accents. If the second note fell on the secondary accent as at No. 2, 
the impression of the first would be destroyed, and there would be no effect 


of fifths. The same principle applies to the octaves of Nos. 3 and 4. 

















a) All theorists approve of fifths when the second one is diminished, 
Ex. 107, No. 5. The tonal principle back of the rule is that the fifths are not 
basic to basic, but basic to color. The fifths between the alto and soprano 
of the last two chords are good because the outside parts are basic and 
color, and the seventh is present in the V. 

b) For the approach to an accented |, the contrary direction with two 
color or two basic degrees is sometimes preferred: Ex. 107, Nos. 7 and 8. 
Remember, this color principle applies to the selection of parts for inversions 
only. If the rhythm requires the stability of root basses, they should be 
employed, regardless of the color principle. 

In its relation to the whole, a rhythmo-melodic group may require the 
strength and conclusiveness of root basses. In contrast to that, there are 
groups that require the lighter effect of inversions. Unless taken in contrary 
direction, the basic and color relation for inversions is usually better than both 
color or both basic. 


Keyboard Practice. 


A Sequence is a tone figure repeated on different degrees of the scale. 
It may occur in harmony or in melody. There are two kinds, Tonal and Real; 
the former remaining in the key (a), the latter an exact reproduction ne- 
cessitating a modulation for each figure (b). 


(a) Scarlatti: Pastorale. 









Ex.108.: = etc. Tonal 


Real 





fo 
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¢ a small 7th to a major triad, converting it into a dominant 7th 


By addin 
chord and making an enharmonic change from Gp} to F#, a harmonic sequence 


of V7-I can be made through six flats and six sharps back to the key of C: 








the root of I being taken as 3rd of V7 (a), also as 5th of V7 (b): 


























geis from V7to V7. Observe -the root relations: 


b)Another common chan 
p) 
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Chapter X. 


Bytones. 


Play the example by Brahms (Ex. 112). Sing the melody which occurs 
in the inner voice of the treble staff and play the other parts. Brahms em- 
ployed the tonic harmony for the entire scale. Mark all the tones which do 
not belong to the I. They are called bytones (or non-chordal tones). The 
best music includes a free use of bytones. The term is a general one, and 
there are various kinds, which will be discussed later. 


Brahms: Op. 117. 





Bx 112. 


They are introduced at this time because they occur in simple short 
melodies. One should begin to use them while the harmony is easy, and 
have the advantage of using them through the remainder of the work. 
All there is to know about them can be learned in connection with the 
tonic and dominant harmonies, and it is much easier than it would be 
later with more complex harmony. 


The habit of harmonizing every note results in heavy, uninteresting 
work that could never be used in a good composition, so it is a bad habit. 
Even if first impressions were not lasting, it is a waste of tim 


e to do any 
work that could not be embodied in something larger and mor 


e important. 

The early- use of the embellishments or non-chordal tones is both 
possible and natural when one works from the melodic and rhythm 
Intelligent, desirable results necessitate thinking in large, rhythmo- 
groups that must include bytones. 


ic basis. 
melodic 


The melody at (a) Ex. 113 contains harmony tones only. At (b) 
there are bytones in the first two bars, neither of them disturbing the har- 


mony in the least, or creating a feeling for a different harmonization, 


when 
sung at the normal tempo. 





The type of bytone occurring at ¥ is called an Auxiliary. 
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Notice that it moves back to the same harmony tone which precedes it. 
One of the auxiliaries at (b) is below the harmony tones and one is above 
them. When it is above the harmony tone it is usually diatonic, (i.e. in the 
scale). When below the harmony tone it is usually a half step and may be 
either diatonic or chromatic. 

If the auxiliary is an upleader like (a) ‘of Ex. 114, a chromatic is un- 
necessary. If the auxiliary is a down-leader, a chromatic is often employed 
as at (b). When the auxiliary is a repose tone, as at (c), a chromatic may 
be used to give “‘direction” to the melody. 








Auxiliary tones may be employed in more than one part, provided 
that characteristic tones of the harmony are retained in the other parts. 
In the Schumann example, Ex. 115, the identity of the chord is preserved 
by the root and third. 








Ex, 115. 





When an auxiliary leaps to another auxiliary on the opposite side of the | 
harmony tone and then returns to it, the two are called Changing Tones: 


_ Ex. 116. 








Mark the auxiliaries and changing tones in Ex. 117, indicating with a 
dash through the note or by the letter ia « 





When a bytone moves by step to another harmony tone instead of 
returning to the first tone, it is called a Passing Tone. It may be chromatic 
or diatonic, and may resolve on a tone of the same harmony, or of a 


different harmony. See Ex. 118. 
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Refer back to the Brahms example (Ex. 112) and answer the following 
questions. : 

1. Which passing tones are unaccented ? 

2. Which passing tone occurs on a primary accent? 

3. Which passing tone occurs on the accented part of a pulse? 

The example is an excellent summary of the different types of passing 


tones considered from a rhythmic angle. 


Summary. 
1. (a) An auxiliary returns to the same harmony tone which precedes it. 
(b) Auxiliaries may be upper or lower, diatonic or chromatic. 
2. (a) A passing tone moves to another tone of the same harmony or 
to a tone of a different harmony. Passing tones move by step. 
(b) Passing tones may be accented or unaccented, and diatonic or 


chromatic. 


Melodies to Harmonize. 
The following melodies contain auxiliaries and passing tones of all 
types. No. 4 includes an accented passing tone. 
Bytones may be employed in the bass and tenor of No. 5. Try a 
passing tone in the bass of bar two, also an auxiliary. Try a passing tone 


in the tenor, second half of bar three. 
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Original Melodies. 


Continue the practice of melody-writing as outlined in Chapter Ill. 
At this stage the student should work more intelligently, having greater 


experience in the harmonization of melodies, analysis, etc. 
1. Plan the cadences and harmonic regulation first. 


2. If it is difficult to hear a melody, play the chords and allow the 
harmony and rhythm to generate the melody. 


3. Criticise the melody from the following outline: 


(a) Unity—a short melody should not contain too many different 


ideas. 
(b) Variety—avoid monotonous repetitions. 


(c) Balance—are the phrases sufficiently unified by having certain 


similar melodic and rhythmic figures: 


Ex. 120 shows a chord progression and a melody generated from it. 


— oo OO LL rt 
Ex.120(a) 1-1 | v-v| 1 |v |r-v|r-1 jr v [x | 
cadence cadence 


(b) 





(c) 





With the addition of bytones. See (c). 


It is difficult to write good eight bar melodies with but two harmonies. 
The student is advised to concentrate upon 4 bar melodies until a new 


chord is introduced. 


“Rules” for melody writing are of little value because composers employ 
anything which will express their ideas. All of the traditional rules have 
been disregarded in well-known melodies. In general, however, the follow- 


ing suggestions are helpful. 
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1. After a wide leap (larger than a 3rd) turn in the opposite direction. 
See (a) Ex. 121. 


2. The active tones should resolve correctly unless they are used in a 


scale line. (b). 


3. It is correct to move from one active tone to another if the last one 


resolves. See (c). 


4. Wide leaps in the same direction are good when they are ina 


chord line. 


Ex.121. 





Reference has been made to the progression of a melody after long 
leaps. The suggestion does not apply to the interval between two phrases, 
or to a long leap followed by a bytone. For example, in the following, 
Ex. 122 (a): D of the first measure and E in the second are both auxiliary 


tones, and as such the progressions are good. 

















After a leap which makes a cadence, especially if the latter is sustained 
longer than a beat, the new rhythmic group may begin with another leap 
in the same direction. The duration of C, also the fact that both C and 
the following F, are taken on accented beats, as well as belonging to 


different sections, changes the whole effect. See (b). 


If the last note of a‘leap is sustained for two or more beats, the direction 


is then free. (c). Why? Sometimes the melody tone that would logically 


occur is taken in another octave. (d). 
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Analysis. 


Both passing and auxiliary tones may fall on the accented or unaccented 
parts of the measure. In marking the chords for analysis, no account is 
taken of the bytones: that is, the letters indicating the chords are the same 
as though there were no bytones. Mark both the passing and auxiliary tones 


of the following: 






























































Passing tones may occur in two or more parts. Passing chords are those 
in which all or enough of the tones to give character to the chord are 
bytones. There are two kinds of passing chords, those which might be 
considered independent chords, Ex. 124 (a), and those which would have 
a different resolution if they were independent. Just when the first kind 
should be so considered is a adie determined by the tempo. If the tempo 
is so fast that the harmony is not disturbed, the chord is heard as a 
passing chord. If the tempo is slow enough for the chord to be heard 


as a definite, independent chord, then it is not considered a passing chord, 
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Bach: 




















a i 

















. 


Bach: Bourree. 





























Consecutive fifths are not considered objectionable between other than 


the outside parts when one tone of each is a bytone. They are frequently 


found in the works of the best composers, and one will notice that they 


are usually of short duration and in the unaccented places of a phrase. It 


has also been observed that they are more agreeable in the lower register 


is too thin. 


than in the higher, where the effect 





Gluck: Armide. 


Bach: Bourreée. 











yr 
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Harmonizing melodies, firsty hear the harmonic regulation that is in 
the melody, marking the sections as in the preceding lessons, not forgetting 
that the rhythmic accents are more important than any individual tone of 
the melody. Bytones occurring on the accent are much more effective than 


on the weak beats. ' 


a. Observe the general character of the melody: vigorous, light, serious, 
etc., also the tempo. The longer one harmony presides, the faster the 
tempo; conversely, the slow tempo requires more changes of harmony, or 


of positions. 


b. Write the final cadence chords first, then, with the use of bytones, 
each part can be of melodic interest as it is directed to the cadence. This 


will help to make phrase-wise thinking unavoidable. 


c. In keeping with the spirit of the melody, the accompaniments can 
be varied by broken chords, rests and fewer parts. See Mozart, Men- 


delssohn and other classics for examples. 


d. Rhythmic and melodic imitation or repetition of the parts is always 
in good taste and provides practice in one of the essentials of composition. 
Rests mark the rhythmic groups more ‘definitely, also focus the attention 
on the remaining parts. If there are rests of more than one beat in the 
melody, at least one of the other parts should be written with more melodic 


interest. Rests after a climax heighten the effect. 


e. The greater the melodic interest, the less necessity for variety of 
harmonic treatment. Since embellishments are for decorative purposes, the 
effect is lost if the remaining parts are not sufficiently obscure and simple 
to form a background for them. It is very easy to over-decorate and 


overload with various harmonies. 


f. It is not usual to double a bytone, but should it be necessary, let 


one of them resolve regularly and the other in a contrary direction. 


When is it necessary? When two parts move in a contrary direction 


to a vital rhythmic accent. 


g. Notice the contrast of phrase and section in the longer melodies. 
The Russian songs are interesting with the two three-measure phrases bal- 
anced by one of six. The harmony of a three-measure section has the same 
rhythmic relation as that of a three-pulse measure, the change occurring on 


the third, in preference to the second. Apply in No, 5, Ex. 126. 


if 


26. 


No. 2. Employ auxiliaries in the bass when the soprano has long notes. 


Suggestions for the melodies of Ex. 
In bar six, try I, auxiliary tone, |. 


3 


phrase contains an accented passing tone. 


3 


No. 3. The after- 


of bar three in the bass voice of bar four. 


” 


No. 4. Try an “‘imitation 


they should 


How can this be achieved? Include a seventh in the 


No. 5. Since the first two cadences are similar in quality, 
V cadence of bar three. 


be different in weight. 


Why? 


what should occur 


No. 6. Since the accents of bars one and two are I, 


on the section accent? (bar three). 


phrase. Why? 


7. The J is required on a certain accent in the after 
5 


oO. 
No. 8. How long is the final section of this melody? Why? This will 


explain the nine bars. 


N 


The diagram will aid in harmonization. 


B 


A 


esses teres 8 alr es 


Ogle 


In 


section b, employ contrary motion and harmonize each note. Why? Unify 


the work by treating section c like a, and section d like b. 


Why? 


employ three parts and try a moving bass. 


a 


In section a 


Melodies for Passing and Auxiliary Tones. 


























Chapter XI. 


Bytones. (Continued) 





ix. 127. 








* ’ 


Play Ex. 127 (a) and compare the bytones marked (%) with those 


previously studied. How do they differ from auxiliaries? From passing 
tones? 


A bytone taken by leap and resolving by step is called an appoggiatura. 
It may be unaccented as at (a), or accented as at (b). It may occur 
either above or below the harmony tone, and may be diatonic or chromatic. . 
(shown at c). 

Occasionally an appoggiatura does not resolve directly, but has a 


changing tone interpolated before the resolution. (d). 


Melodies to Harmonize. 


The following melodies illustrate the uses of the appoggiatura as out- 
lined above. Each melody contains at least two appoggiaturas. 

First, plan the harmonic regulation. Determine whether the accented 
tones of each bar are chord tones or appoggiaturas. Jn no case carry the 


same harmony across the bar-line. Mark every appoggiatura and classify 


it according to Ex. 127. 
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Ex. 129. 








Play Ex. 129. How do the bytones marked @) differ from the appog- 
giatura? This type of bytone anticipates a tone of the following chord. 
Such a bytone is called an anticipation. It may occur in any voice, and 
it may occur in two or more voices at the same time. The anticipation 
is unaccented and is usually shorter than the chord tone which follows. 


At (a) Ex. 130, both root and 3rd are anticipated; at (b) the complete 
chord is anticipated:- 


(b) Mendelssohn. 




















Ex, 131. 








When the anticipation tone is left by leap, it may be termed a Free 
Anticipation:- 


(a) t€- vec (b) Schumann. 








Ex, a . 


At (a), the Bp anticipates the 7th of the next chord. D, the last tone 
of the first full measure, is a free bytone, since it does not occur in the 


following chord. The anticipation tone is usually shorter than the tone 
that follows. 


Se 
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following harmony is called a 


A bytone left by leap and foreign to the 


Free Tone:- 


MacDowell 


Grieg: Op.6. 











Mozart: Sonata. 


Analysis 











st 
8 
al 


Iex. 


























a 


Bach: Bourree. 






































iy 
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Melodies Containing Anticipations and Appoggiaturas. 


A very important principle should be observed when harmonizing the 
melodies of Ex. 135. 

A tone left by a leap larger than a third should be a harmony tone, not 
a bytone. In other words, bytones are better taken by leap than left so. 
Apply this principle in melody No. 5, bars three and four. The tone which 
is left by leap, being a harmony tone, will suggest the correct harmonic 


‘regulation. 


Suggestions: 


No. 1. How is the second section of this melody extended? In bar four, 
employ the regular rhythm, J . , in the bass against the syncopated rhythm 


of the soprano. Compare the accented and unaccented appoggiaturas in 
this melody. 


No. 2. This can be written in four parts or with a simple waltz ac- 
companiment. 


Nos. 4 and 5. These melodies both contain syncopated rhythms. Har- 
monize as suggested in No. 1. 


In No. 3, what type of bytone is the last note of bar three? 
No. 6. A’broken chord accompaniment is effective. 


No. 7. First harmonize in four parts, then compare with Beethoven's 


treatment, Sonata, Op. 49, No. 2 (second movement). 















































Ex. 136. 

















Play Ex. 136. Following the principle so often emphasized, that when 
possible it is better to change the harmony on an accent, the first full measure 
requires V. The accented melody tone, then, is a bytone. In what way 
is it similar to an appoggiatura? How different? Notice that the bytone Qr) 
is not approached by leap or step but is “prepared” on the preceding weak 


beat by a harmony tone. It is called a suspension and resolves down by 


step. It is very important to understand thoroly the harmonic formula, 
Preparation, Suspension, Resolution, which is represented by the letters Pesos: 


in Ex. 136. Check these statements carefully with the musical illustration: 
1. A suspension is a harmony tone in the preceding chord. 


2. The preparation must be in the same voice as the suspension, and on 


a weaker pulse. 


3. The preparation may be tied to the suspension, but it is not necessary. 


See (b). 


4. If the preparation is tied, it is usually as long as the suspension. 


See (b) and (c). 


5. A suspension is rarely less in length than the resolution and should 


be stronger rhythmically. 


78 


When a suspension resolves upward it is often called a ritardation. 
See Ex. 137 (a). Suspensions and ritardations often resolve “‘ornament- 
ally,"’ which means that one or more tones are interpolated before the final . 
resolution. See Ex. 137 (c). 


Ex. 137. 











Suspensions and ritardations can be used together or with appog- 
giaturas. Refer again to Ex. 137 (b). They may occur in two or more 
voices and are sometimes called ‘“‘double’’ or “‘triple’” suspensions. The 


example by Bach shows a full V7 chord suspended over the tonic. 


Bach. 





Important principles concerning the use of suspensions. 


1. When a suspension resolves on the third of a chord (especially the 
large third) the latter should not be included when the parts are filled in. 


Refer to Ex. 139 (a) and (b). Exceptions are given in the supplementary 
material. 








Ex. 139. 





2. A suspension is more distinct if the remaining parts are static while 


¢ 


Moving parts take the attention from the sus- 


the suspension resolves. 


Refer to Ex. 139 (c). 


pension and partly rob it of its effectiveness. 


3. A tone in the bass may be carried from the weak pulse to the ac- 


s- 


cented pulse (over the bar-line) when it becomes a suspension or a di 


sonant chord degree. In preceding work the student has not done this. 

















Grieg. 


Analysis. 


: Symphony No.5. 


Beethoven 




















Mendelssohn. 
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Melodies to Harmonize 


One of the worst faults in writing is the repetition of a chord on a strong 
beat, especially when the bass is the same as the preceding weak beat. The 
melody tone should either be treated as a suspension, or a component of 
another harmony. When the note is tied, if possible harmonize it with a 
chord that forces it to fall, as most suspensions do. By planning the har- 
monic regulation first, places for bytones occur that never would be found 


by the average student at this stage of the work. 


The use of certain figures—rhythmic, melodic, and. harmonic—gives 
organic unity to the whole and trains the student in the most important 


feature of composition—the development of material. 








Ex. 142. 
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Added Sixth. 


Another species of bytone is the added sixth, first introduced by Rameau. 
The added sixth is ‘‘La’’ (scale 6th) which can be played with the tonic 


chord without disturbing the harmony. The added sixth is dissonant with 
the chord fifth. Without the presence of the chord fifth, a tone cannot be 


considered an added sixth. MacDowell uses the I+6 in many of his works. 


“The Water Lily’’ is a good example. 














Ta: 














The Pedal Point 


The pedal point (also called Organ Point) is a tone sustained by one 
part through a succession of harmonies of which it forms no part. Itmay 
be other tones of the scale, but it is oftener | or 5, and sometimes both. 


1. A Pedal Point should enter and close as a harmony tone, and it is 


better entered on the accent at the beginning of a phrase. It may occur in 
any part, and in modern music is sometimes the only thread that holds a 


passage together. 


2. Occurring in the bass, it produces a more tranquil effect and serves 
as an excellent background for an elaborate melody, or one with wide leaps. 


In orchestral compositions one hears the pedal chord against which themes 
are played. 


3. When the pedal forms no part of the chord above it, the next tone 
above the pedal is regarded as the bass and the chords are marked without 
reference to the pedal. The latter may be indicated by the letters T. P. 


(tonic pedal) or D.P. (dominant pedal), followed by a line continuing as 
long as the pedal lasts. 








Ex. 444. 














Panta Pedal wow dna 8 es Ow kee ye 


82 
- Supplementary Material. 


Earlier in the chapter, it was stated that when a suspension resolves on 
the chord 3rd, the latter should not be present with the dissonance. The 
next example (a) shows an exception to this rule because the two voices 
are in unison; at (b) there is an exception because of the sequence in the 


alto. All rules are suspended in sequences. 


Beethoven:Op.10. (b) Schumann: Op.68 








Ex. 145. 




















Sometimes, instead of resolving by step, the suspension falls to its 
generator or its fifth as in the following examples. At (a) the suspended 


fifth moves up to its generator. 







































































At (b) the suspended seventh falls, not to its generator, but to the tonic 
root. Observe the metric weakness of the latter chord. 


At (c) the suspended tonic falls a seventh to its generator. This is 
good, not only on account of the overtone relations, but because the nature 
of ‘‘do,’’the tonic, is what it is, giving it freedom of movement. 1, 3 and 5 of 


the scale possess a freedom that is not felt with the other degrees of the scale. 
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‘Analysis. 


* 




















Faure: Op. 44. 
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Bach: Chorale. 





3 Chopin: Mazurka, Op. 33 
































Beethoven. 




















Keyboard Practice. 


Describe these sequences and play them, beginning in other keys:- 

















The next one may be too difficult for some students at this time; if so, 


Sequences are very helpful in acquiring facility at 


it may be studied later. 


what one might term “‘the harmonic idiom.” 


-board; 


the key 
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Chapter XII. 


The Subdominant Harmony, IV and iv. 


Palestrina. 








Ex. 149. 








Play the chord groups of Ex. 149. Note that the melody is the same 


in each case but that a different chord is used at ®. The chords differ 
considerably in their quality but both progress to the tonic (I). The fol- 
lowing questions will serve as a guide in distinguishing the characteristic 


quality of each chord. 


1. Which is most active and demands the tonic most insistently? 
2. Which is more restful and more quiet in its progression to |? 
3. Which is more serious and religious in effect? 


Play the Palestrina example (c) and distinguish the chords by their 


quality. Which is the most decisive of the progressions marked by brackets? 














Ex. 150. 





86 


The chord under discussion is built upon the 4th degree of the scale 
and is called the subdominant. The scale numbers are 4-6-8. The figuring 
is IV in the major mode and iv in the minor mode. Why? See Ex. 150. 

Note the common tone in IV and Vz. The 7th of V resolves to the 3rd 
of I as found in previous work. The root of IV, however, is free to move 
up or down by step or leap. When the root is doubled, one part must 


necessarily move by leap, or in contrary direction; otherwise consecutive 


octaves will result. 


The tonic has been referred to as a “‘tone-center.’’ In the scale we find 
that the lower tetrachord moves down to tonic, the upper tetrachord up to 
tonic. See Ex. 151. The harmonic relations are similar. The tendency of 


IV is down to I; the tendency of V is up to I. 


Ex. 1514. 











Since the IV is as far below I as the V is above I, IV can be called the 


subdominant (under-dominant). 


As the 3rd of IV (La) is also a down-leader, the tendency is un- 
mistakable. The 5th of IV (Do) is free to move by step or leap in any 
direction; however it is often held stationary. As stated before, the root 


of IV is free in its progression. Therefore the IV is much less restricted 


in its progression than V. 


The cadence, IV—I, is called the ‘‘Plagal Cadence” in distinction to 
the “‘Authentic Cadence,’’ V—I. In what type of music do we hear the 


plagal cadence? Refer again to Ex. 149 (c) of Palestrina and note the 
different effect of IV—I and V—I. 


Goons 
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In class, all sing the tonic, and different members the various degrees 


If working alone, play two parts 


and the resolution of IV as in Ex. 152. 


and sing the other. 









































Singing Drill. 


Divide the class into 3 parts. 


Sing the first measure in unison in 


followed by part singing as shown in Ex. 153. The ex- 


arpeggio form, 

















ercises can be sung from the text or may be dictated by the teacher. 


They should be sung 


The following outline the chord scheme only. 


as above. 


rhythmically, 
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The following examples can be used in various ways. 


t 


Have them played for ear training. 


2. Sing in four parts (class work). 


3. Mark chords and inversions. 


4. Observe carefully the progression of IV. Note the progression of 


the root (Fa). 


5. Transpose the easier ones at the piano. 
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Melodies to Harmonize. 


155 recall these facts: 


’ 


Before harmonizing the melodies of Ex. 


1. The IV leads to any position of I or V and V7. 


5 


2. The IV is especially useful in approaching I at cadences. 





















































3. Use IV or IV but avoid IV until the next chapter. 








a Minor. 








Graben- Hoffmann. 
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Suggestions for Ex. 155. . 


No. 1. Try harmonizing with I and V only. The result is unsatisfactory, 
as IV is needed in the second bar to approach the cadence. If IV is used, 
the accented note of bar two becomes a bytone. What type? 


No. 2. Try IV on the 3rd note. Try I instead. What chord leads to 
I > Which is the best cadence? : 
No. 3. Apply the color-basic principle in the first two bars. 


No. 5. The first accented note may be a chord tone or a bytone. Try 
both ways. What harmonies will be used in each case? Be sure to change 


the chord on the repeated notes. 
No. 6. Treat the accent of bar two as a bytone. 
No. 8. How can variety be obtained when accents are similar? 


No. 9. The IV may be used in the fore-phrase, but it must be used in 


the after-phrase. Why is I essential in the cadence section? 
5 


Keyboard Practice. 

The following chords and inversions should be played in many keys, 
not only to acquire keyboard facility but to acquire a tone concept of the 
chord effects. 

1, -f-1V-J;.- <i-t¥ ak I-IV-V7-I; i-iy-V7-i} 
I-IV-I-V7-I; i-iv-i-V7-i; I-IV-I-V7-I;| i-iv-i-V7-i. 
D 5 3.5 3 5 


2. Take any major or minor triad in root position (four parts). Call 
it IV or iv and make the following cadence: IV- I - V7 - I. 


3. Memorize this sequence and play thru the flat keys back to the key 
of C. The tonic chord of one key is taken for the subdominant of the next, 


the new key being confirmed by | -V7-I. 














Ex. 156. 











pa 
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Chapter XIII. 
Subdominant. (Continued) 


The natural progression of IV is to I. It also moves to I thru V or V7 
The progression V-IV is unusual; it sounds best when inversions are used 


and when the outside parts move in contrary direction, as in Ex. 157 (a). 


- Find V-IVin Nos.4 and 5 of Ex. 163. 





Ex, 157, 











The use of IV is restricted. It is best used between two root positions 
of the tonic. The bass in this progression remains stationary. Ex. 157 (b). 
The IV may also be used as a passing chord between Vv and V. See Ex. 
157 (cy. The doubling is similar to all second e apeneret acl. Employ 
IV in melodies No. 1, 4, 9, of Ex. 167. 
4 If the melodic line is down to cadence, IV will be employed unless it 
has already been used to such an extent that V is needed for contrast. 
One can almost make a rule that if the bass moves down to Tor Ly 
will be employed. Try this in No. 2 of Ex. 167. ; ; 

IV is rarely employed for the final chord of a cadence because it is 
likely to be preceded by |, and the rhythmic-harmonic effect gives the 


impression of a new tonic for the close. See Ex. 158. 








Ex. 158. 
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When it is necessary to employ I-IV for a cadence, the tonality should 
be preserved by employing decisive chords of the key, both preceding and 
following the cadence. Follow this principle in No. 2 and No. 6 of Ex. 167. 

By adding a small seventh (Te) to the tonic chord a demand for IV is 
created. When the tones of the melody do not suggest IV but the rhythm 
demands IV, it is desirable to use I>7. The location of }7 at the side of a 
Roman numeral indicates that the small seventh should. be used in one of 
the inner parts. It is to be employed in the bass when the }7 is directly 
under the Roman figure. 











Ex. 159. 




















Ex. 159 (a) represents the cadence section of a melody. The bar pre- 
ceding IV requires the IV. Since the melody tones do not suggest IV, the 


b7 is added to the preceding I so that a demand for IV is created. This 
principle can be worked out in No. 3, 4, 7 of Ex. 167. The large seventh 
(Ti) may also move downward, having the effect of a passing tone. 
See (b). 

Connecting V and IV, care should be taken that the basic degrees of 
the outside parts are not moving in the same direction. At (b) of Ex. 160 
the consecutive fourths are as objectionable as the consecutive fifths at (a) ; 








Ex. 160. 








The tones comprising the interval of an augmented second should both ~ 
be in the same harmony. So when'the melody progression is 7-6 (har- 
monic minor) it must be harmonized with V7 and Vo. See Ex. 161. 





Ex, 161, 
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If a seventh is added to the IV it sounds like a bytone. Whether [Vz 
be regarded as an independent chord or not, the seventh, which is a magnet 
(Mi), may resolve down or remain stationary. It may even leap, altho 


this is rare. In the minor mode, iv7 is an independent chord. These chords 


are illustrated in Nos. 8 and 9 of Ex. 163. 


Subdominant Added-Sixth. 


A sixth above the root may be added to the subdominant chord as in 
Peeeace tar the tonie-added-sixth (refer to Ex. 143). The subdominant 
added-sixth is scale 2nd (Re). If the chord were arranged in thirds, its 


root might appear to be the scale 2nd (Re). 


If the tone which appears to be a chord-7th resolves as a seventh 
naturally would, Ex. 162 (a), the chord is then considered a seventh chord, 
but if what appears to be the seventh remains static, the tone that moves 


is considered the dissonant one (b). 


The added-sixth is dissonant with the chord-5th and resolves on the 
chord-3rd as at (b). Like the chord-7th, it increases the cadencing ef- 
fect, especially with IV. Without the presence of the chord-5th a tone 
cannot be considered an added-6th. In his text, Rameau said that if the 
chord was followed by V, it should be considered a iiz7. Since his time 
it has been employed with other harmonies with good effect. It is one of 


the devices that has not been overworked. 


(a) Mendelssohn. (b) Mendelssohn. 
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Analysis 


Nocturne 


Chopin: 
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Sibelius: Op. 58. 


3. 





















Chopin: Mazurka, 

















‘Brahms: Op. 117. 
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Heller: Op. 45. 


8. 























a major chord in 


Tierce de Picardie, 


6 


10 is an example of the 


No. 
the final cadence of a piece written in the minor mode. 


is an 


11 


No. 


interesting example of V7 to IV. 


MacDowell. 





























Melodies to Harmonize. 











In No. 5 note that the melodic progression 7-6 (natural form of minor scale) is harmon- 


ized with the iv chord. 
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In composition, to use inversions skillfully is considered vastly more 
important and in better taste than to use many harmonies; so as each new 
harmony is introduced, the effect of the various inversions, positions and 
rhythmic relations should be thoroughly understood, heard and felt before 
taking another harmony. Ex. 167 provides more difficult melodies. 

a. In these longer melodies, compare the cadences to see if there is 
sufficient contrast, also the harmony of sections for both contrast and co- 
herence. Consider the plan of the whole, just as an artist plans according 
to the size of the canvas. In an eight-bar melody, mark the sections and 


learn what to expect in each: 


‘s Fore-phrase. hs After-phrase. ste 


C—O 
Ke To cadence. Inverstons Root basses. 


See ae eat 








b. Naturally, all melodies cannot be treated in exactly the same way, 
but there is a general plan that the beginner should follow. 

First section, establish the key. 

The second section should lead to the middle cadence. 

From the middle cadence the objective point is the final cadence, to 
which the last section is usually given. 

The harmonies of the third section should not only lead to the close, 
but include the three things that contribute to harmonic lightness in con- 
trast with the closing section, also the contrast of quality and quantity 
with the fore-phrase. The entire after-phrase should furnish quantitative 
and qualitative contrast with the fore-phrase. In larger forms and with 
a rapid tempo, the proportions would naturally be on a larger scale. The 
same principles apply: to melody-writing. In the author's judgment, the 
feeling for harmonic regulation is an absolute necessity for melodies worthy 


of the name. 
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c. A vital fact to be remembered is: Where the form requires continuity 
it must be preserved by either the rhythm ortheharmony. The tonic may be 
employed on a progression beat or bar without disturbing the rhythmic 
flow, but if it falls on a normal rhythmic pause, then there is a cadence. 
For continuity, the progression harmony should be employed at points of 
rhythmic pause. In other words, either the harmony or rhythm must pro- 
duce the onward flow to the final objective of a phrase. 

d. Look for a place for inversions in the third, fifth and sixth bars, 
because they mean continuity in contrast to the stability of the final cadence 
of either phrase. The student is again reminded that I with root bass does 
not produce a pause when it falls on a weak beat. Rhythmic progress is a 
stronger force than the harmonic quality. 

e. It isin good taste to let another part imitate the rhythmic figure of the 


first section. For example, the first figure of No. 4 of Ex. 167. 


Ex. 166. 
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Armand. 











Russian Folk Song. 


























iv7 
Russian Folk Song. 


Russian Folk Song. 
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advanced 


The following melodies are difficult and are included for the 


are useful for class work in discovering the 


4 and 5 


> 


2 


Nos. 


student. 


rhythmic place for IV. Four part harmonization is not necessary. 











Gluck: Orpheus, 



























































Irish National Song. 
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Creative Work. 


Good melodies of 8 bars can be written with I, IV, V as a background. 
Proceed as in Chapter X (original melodies). The following rhythmic 
diagrams will aid in obtaining variety and will develop skill in manipulating 


the material. 


Directions: 
The small letters indicate “‘sections’’; the capital letters indicate phrases. 


The exact repetition of a section is shown by ‘Ta! Fal, The sign, 


ee 


ai,’ means a sequence of (a) on a different pitch. The letters b, c, d 
mean sections of different material. Sometimes a phrase is to be written 


without division into sections as at *. 


A B A B 
ee Pe ee a 
1S ce ee eee 4, 
Sa ie SF) ete ee 
a a b c a b c d 
A B A B 
— Firs a 
ee 5 
Pay UE Ue ro ee or Lie 
a ai b Cc a ai # 
A B A 
3 i AGL aS oe ee 6 oo 
Tete “Thi ionle Megaman em 


Write original melodies over the following accompaniments: 
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, employing the various 


169 


Ex. 


Harmonize the original melodies of 
accompaniment figures which have been given. 


Supplementary Material. 


Play the following chord patterns in many keys. 


iv iv7 i V7 i. 


ii 
b7 3. 


b] 


5 


PeDiV Veh 7 I 
b7 3 


ceiv=4 5 
5 


In this sequence the tonic root is taken as third of a new tonic, with 


the small seventh in the lowest part demanding the first inversion of the 


subdominant chord: 





The next transition is effected by means of a common tone: 





Begin in different keys, and follow the same pattern in the minor mode: 
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Chapter, XIV. 


The Supertonic Harmony, ii and ii°- 








Play Ex. 174 (a) and then (b). The chords on the first accent are quite 
similar in effect. Compare them. What new scale degree is found in the 
chord at (+) in example (b)? 

Constructing chords on the supertonic (scale-2nd) what type of chord 
is found in the major key? In the harmonic minor? Refer to (d) above. 
The minor supertonic is marked ii. The supertonic triad in the harmonic 


minor scale is a diminished triad and is marked ii®, the small circle indicating 
“diminished.” 


Spell minor triads on various pitches and then place in key as ii. For 


example: a minor triad on e is e-g-b._ This is ii in the key of D major. 


Spell diminished triads on various pitches and place in key as ii®. 
The diminished triad is composed of two small thirds. What is the interval 
from root to 5th? Since there has been no drill thus far on the diminished 
triad, this section of the drill should be very thorough. 


Resolution and Progression of ii and ii°. 


Referring to the circle of 5ths (Chapter II, Ex. 19) it is seen that the 
scale 5th (So) generates the scale 2nd (Re). As every chord resolves on 
its generator, ii demands V. Very frequently ii is followed by I, since 


the latter is similar in quality to V. See Ex. 174 (c). : 


103 


Any chord may be followed by any other, but the natural resolution 
is the first thing for the student to learn and follow, after which the irregular 
resolutions can be practiced intelligently. 

Because of bytones and the omission of the root, one cannot always 
analyze by arranging the tones in 3rds, but a chord may be identified by the 
relations in which it appears, and by what it demands. It may not progress 
to what it demands but the demand is one of the characteristics by which 
it may be known. ; 

ii to I is sometimes found in serious, religious music, as will be seen in 
the analysis. 

The ii is often called a ‘‘substitutional’’ harmony. Being closely related 
to the IV it is the substitute for that chord. In general, a substitutional 
chord does not progress to its principal chord. Therefore, ii to IV is 
seldom found. Usually a chord will progress to a more active chord. Since 
ii contains three active scale tones, it tends to move to V or V7 rather than 
to IV. Exceptions to this principle are given later. 

In the first melodies for. harmonization, allow ii to progress only to 


V or I, or to another position of itself. 


Doubling. 

The minor triads of a key (ii, iii, vi) are termed “secondary” chords in 
distinction to the “primary” chords (I, IV, V). The 3rd of each secondary 
triad is a primary tone. Therefore, it is good to double the 3rd of a sec- 
ondary triad as it strengthens the key feeling or tonality. 

Notice that in Ex. 174 the first inversion of the supertonic (ii) was 
used. This is employed more often than the root position. What scale 
degree occurs in the bass in ii? When this degree is doubled it emphasises 
the subdominant quality aes leads strongly to cadence. It is possible to 
double the root of ii, especially in the root position. Unlike the primary 
harmonies, the chord-5th is seldom omitted. When the 5th is omitted it is 
difficult to tell whether the chord is major or minor. 

In the minor mode the supertonic is almost always used in first inversion 
ae) and the third doubled. One is less likely to double the root or fifth of 
a ainihed triad since they are dissonant degrees, Double the third, since 


it is consonant with both root and fifth. 
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Harmonization of Melodies. 


Before harmonizing the following melodies, analyze the first five 
examples of the section marked “‘Analysis.’” In these simpler melodies fol- 


low the principles for doubling and resolution given in preceding paragraphs. 























The Supertonic Seventh. 


x16 PB a 
ii? ii9 





2nd Species. 3rd Species. 


The supertonic seventh chord consists of the triad plus a seventh from 
the root. What scale degree is the 7th of ii? The structure of a ii7 is a 
minor triad plus a small seventh. The chord may be termed a second species 
chord. The ii°; in the minor mode is a third species chord. Compare the ii7 
and 11°7 with the V7 in regard to structure. 

The resolution of ii7 and i1°7 is to V, V7, or , as in the case of the triad: 
Secondary seventh chords are used more freely today than when the old 
harmony texts were written. The many rules concerning resolution are now 
superfluous. Since the 7th of ii is the tonic, “‘D ,” it is quite free to remain 
stationary or leap. Gee No. 11 of the Analysis. The natural tendency for a 
chord seventh is to resolve down. This is particularly true when the 7th is 


heard in the bass. It is best for at least two voices to resolve regularly. Refer 


to Ex. 177. 


*\ 
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ExcAvy 








On different notes write and resolve the,two species of supertonic 7th 


chords in the four positions. 





















































More Unusual Progressions of the Supertonic. 


1. The supertonic is frequently altered to a major chord by sharping 
the 3rd. What scale degree is this? If a chord chromatically altered is pre- 
ceded and followed by a diatonic chord of the key, no modulation takes place. 

The excerpt from Schumann shows a small 7th with the I, and an 
augmented 4th of the scale used as 3rd of the supertonic, altering the later’ 
to a major chord. Neither of these chromatic alterations effects a modula- 
tion, because they are not followed by a cadence or chords that confirm the 
suggested change of key. 

Mark the major supertonic (marked II) and notice the resolution of the 


chord-3rd (#4 of scale). It may resolve up or down by half step. For 
examples of II and II7 see Nos. 11, 12, 13, 15 of the Analysis. 
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Schumann.,, 





Ex. 179. 














2. Refer again to the circle of 5ths. ii is in the direct line of progress to 
I. If a direct movement to cadence is desired, ii-V-I is better than moving 
from ii to IV on the opposite side of the tone center and then back to Ve 
To delay the cadence this may be done as in Ex. 180. ii-I gives the effect 
of an imperfect plagal cadence. Good composers sometimes employ the ii 
preceding IV but the progression is less desirable and should be avoided 
until one is further advanced and more accustomed to exceptional pro- 
gressions. 


Mendelssohn: Op. 120. 











Ex. 180. 














3. Second inversion of ii. The second inversion of ii, like all second 
inversions of major and minor triads, suggests a modulation when used on 


an accented pulse. On weak beats ii is useful as a passing chord (the bass 


5 


moving by step). See Ex. 181. The supertonic-7th in second inversion 


(ii7 ) is not restricted. 
5 








4. As may be seen in the following examples, consecutive 5ths are not 
unknown, but observe the great skill with which they are written. Unless a 


student can do as well, it would be better to avoid them. 


1. ; 
p aa, Spohr. fs Bach. 























Ex. 182, 
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5. The following example shows ii following V. Since ii begins a new 


phrase after a semi-cadence, one does not hear the progression as V-ii. 























Analysis. 


Observe 
Note the doubling. 


Mark the chords and their inversions in the following excerpts. 


the approach to and resolution of the supertonic chords. 


The excerpts will give an excellent review of bytones. 











Schumann: Op.68. 


Mornington: Hymn. 
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Beethoven: Op. 109. 
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Mendelssohn. 
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Wagner: Stegfrived. 











15. 





Keyboard Practice. 


Three and four chord cadences may be played by substituting ii for IV. 


Play them rhythmically always. 
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In the sequences of Ex. 185 at (a), II is taken for V, and resolved. At 


(b) Lis chan 


taken as a new ii and resolved. At (c) 


ged to the minor mode, 


the transition is made through the common tone and is the same as Ex. 172, 


Play them without notes in both modes:- 


with IV7z replaced by ii7. 
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Melodies to Harmonize. 


Proceed as in the former chapters. First, decide the tempo and general 
character. Select the phrase cadences and find the rhythmic groups. Look 
for the supertonic harmony leading to cadence and to V. The place for ii is 
determined by the rhythmic demands. For example: In melody No. | the 
notes marked (a) can be harmonized with V. At (b) where the same notes 
appear, the rhythm demands ii, leading to the cadence. In both cases the . 
accented pulse is a bytone, which proves again that it is entirely unmusical 
to harmonize in “‘note to note’’ manner. No. 14 has exactly the same 


problem as No. 1. 

In several melodies the supertonic is required at places where the melody 
tone suggests another harmony. In such cases the melody tone is a bytone 
of some type. See Nos. 4, 10, 12. 

In No. 4 observe the melodic sequence and employ a harmonic sequence. 

In No. 7 notice the number of repetitions of the scale 2nd which is a 
component of both V and ii®. Where should ii? be used? Where may V 
be used? 


The major supertonic (II or Il7) may be used approaching the semi- 


cadence in No. 2. 


The II7 is possible between two positions of V. Try this in bars 7-8 of 
No. 9. Also in bar four of No. 18. 


Employ a waltz accompaniment for No. 16. 


In No. 19 it is possible to ‘‘imitate’’ the first seven notes of the melody 
in the bass. Begin on the third beat of the first bar. 















































chumann. 


iS) 











Schumann. 






































4 Mendelssohn. 
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Creative Work. 


After every new chord introduced original melodies should be written 
and harmonized. Broken chord accompaniments may be written, patterns 
of which may be found in various songs, Mendelssohn's Songs Without 
Words, the easier works of Beethoven and others. One should have a 
knowledge of Form before undertaking large or pretentious things. The 
Bach Suites, Minuets, and Schumann Op. 68, 15, and 125 are good patterns 
for small forms. 


Analyze the form of some of the longer melodies of this chapter and use 


them as models for original work. Nos. 5, 9, 15 and 16 are good examples, 


a 
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Chapter XV. 


The Submediant Harmony, vi and VI. 


Handel: “Messiah”? 
sor-rows and ac-quaint-ed with grief 




















Play Ex. 187. What is the quality of the chord marked (*%)? It is 
particularly appropriate at this point because of the text. The chord is 
built upon the scale 6th (6-8-3, or La~Do-Mi) and is called the submediant. 
It is a minor triad (vi) in the major keys and a major iriad (VI) in minor 
keys. (harmonic form). 

1. Spell minor triads on various pitches and place each as vi. For 
example: d-f-a is a minor triad and is vi in the key of F major. 


2. Spell major triads and place as VI in minor keys. 


Progression of vi and VI. 


Refer to the circle of 5ths in Chapter IJ, Ex. 19. What tone generates 
the scale 6th? The submediant, therefore, resolves naturally to its generator, 


the supertonic, but progresses to the subdominant equally well. 


In contrast to the supertonic, the submediant leads from cadence, 


None of the substitutional harmonies demand the tonic. 


Play the following progressions and observe that vi leads satisfactorily 
to any chord except | root. 
vi-li; vi-lV; vi-V; vil vil 
Since 4 is a substitute for I, it is nearly as free in its progression as the 
latter. Z 
Refer again to Ex. 187. To have employed a tonic chord after the 
dominant in the second measure would have made a perfect cadence and 


close before it was desired; vi was used to avoid this. Such a cadence 


(V-vi) is called a “deceptive cadence.” 
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Doubling. 


What scale degree is the 3rd of vi? Because it is a primary tone it is 
doubled with good effect. Altho VI in the minor mode is a major triad, its 
third is often doubled for the reason just given. When the submediant 
follows the dominant (especially in the minor mode) it is often necessary 
to double the third to avoid a poor melodic progression in the tenor or alto. 
See Ex. 188. When the voice leading is smooth, however, the root is 


sometimes doubled. 





Ex. 188. 








Use of Vi. 


” 


The first inversion of vi is seldom used except in sequences and for 
variety in a measure of submediant harmony. It is a weak chord and quite 


unsatisfactory when employed on accented beats. 


Use of vi. 


vo 


As with other second inversions of triads, vi is used as a passing chord, 


the bass moving by step. 








Ex. 189. 





Employing vi or VI (minor mode) in the harmonization of melodies, 
use it as a substitute for | and for the sake of variety, also to delay the 
cadence when the rhythm demands progress and not a close. It is some- 
times helpful to work from a cadence backwards. For example: at No. 11 
the last two pulses will be V-I; ii may precede V, and vi may lead to ii; 


so the last three measures may be I-vi -ii-V-I. 


115 


Melodies to Harmonize. 










































































The Submediant Seventh (viz) 


The viz is found less‘often than ii7. Since the 7th of the submediant is 
scale 5th (So), it cannot progress as freely as the seventh of the super- 
tonic. In the progression, viz to ii7, the seventh of the former usually re- 
solves down. Notice the progression of the seventh at (b) and (c). Con- 
secutive fifths sometimes occur between primary and substitute chords (c). 





Ex.191. 














The vi and vi7 are sometimes altered to major chords by sharping the 
chord-3rd. What scale degree: is this? What is its natural resolution > 
When the submediant is so altered it progresses to the supertonic. When VI 
or Viz is preceded and followed by diatonic chords of the key a modulation 
is not effected. The VI; may, however, be employed as a new V7? and a 


modulation made to the key a large second above. Employing VI, do not 
double the 3rd, since it is a chromatic tone. 
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Ex. 192. 











Analysis. 


Before marking the analysis, play the excerpts and see how many of 
the chords can be recognized by ear. Note the movement when V and vi 
occur consecutively. When two chords occur on consecutive degrees, it 
is better for the outside voices to move in contrary direction. 

One has only to study the principal themes of ‘‘Parsifal’’ to realize 
what a quiet rhythm coupled with vi, ii and IV can effect. 

The VI of the minor mode is sometimes “‘borrowed” for use in the 
major mode. See No. 4 and No. 12. 

When V moves to vi the root of the former is often sharped (chro- 
matically raised). See No. 1. 

The opening harmonic progression in the Prelude to “Lohengrin” is 


I-vi-l. This progression is rare but effective in the composition mentioned. 


1 Mozart. - 

























































2 Handel, 
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Mendelssohn. 



































Beethoven. 
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Op.45. 


Brahms: 


12 
































14, . Schumann: Op. 415. 































































































Taking the submediant chord in a minor key for a new tonic in the 


major is a very common means of modulating: 
3 Beethoven: Op. 81. 





Ex.194. 





Keyboard Practice. 


1. Play the following chord groups in four part harmony: 
CL) Me evita Verio Des 
(2). vi IV ij7 I v7. 
‘oi... wi fF IV I -V7-t. 

3 5 


(4) I V7 vi---complete the cadence, 
C5) Es Viiikvaey 0 eit Vogel. 
ye ase 


2. Try all of the above progressions except (5) in the minor mode. 

3. Arrange the above progressions in the forms of accompaniment 
given in preceding chapters. Sing and write melodies over the accompani- 
ments, 

4. Sequence to be played. Ex. 195. 











Ex.195, 








3 
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Longer Melodies to Harmonize. 


The following suggestions may aid the student in employing vi effectively. 
(1) vi can be used directly after I as a substitute in Nos. |, 2, 3, 6. 


(2) vi can be used to avoid a perfect cadence on accented pulses in 


Nos. 5, 8. 


(3) vi can be used in No. 9 (measure 9). Notice the irregular phrases 


o 


of this melody. 


(4) VI (submediant with #3rd) is effective in Nos. 7, 11, and possible 
in No. 12 (measure 10). 


Analyze the form of the melodies carefully, noting the kind of cadences 
and their relative importance. Repetitions of melodic figures sometimes 
require variety of harmonization; at other times phrases may be harmonized 
alike for the sake of unity. For example: measures 6 and 7 of No. 8 will 
be monotonous with no variety of harmonic treatment. This does not 
mean different chords, necessarily, but a change in register or number of 


parts. In No. 10, however, the first and third phrases can be harmonized 


identically to preserve the form-scheme, which is Fen —- ats BR 


Look for bytones in melodies of rapid tempo. Employ bytones in the 
various parts to add melodic interest. 


Do not drop or add voices aimlessly, but allow such changes to coincide 
with the rhythmic divisions. 


Melodies 13, 14, and 15 are excellent for free harmonization at the 
piano. 
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- Beethoven, 


Schumann. 





























Mendelssohn. 
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Tradtttonal. English, 











Brahms: The Little Dustman. 




















Scotch Song. 











Reinecke: Doli’s Lullabye. 














Schubert: Cradle Song. 
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Chapter XVI. 
The Mediant Harmony, iii and III +-. 


Play the two harmonizations of the scale passage, 8-7-6-5, shown in 
Ex. 197. In the second harmonization at (b), the chord marked by the 
asterisk is especially effective. This chord, the mediant, is built upon 
the scale 3rd (3-5-7 or Mi-So-Ti). It is minor (iii) in major keys and 
augmented (IIJ+) in minor keys. Refer to (c). The augmented triad is 
composed of two large thirds. The interval from root to 5th is an augmented 
5th which is one half step larger than a perfect 5th (d). Its inversion, the 
diminished fourth, is one half step smaller than a P.4th and sounds like a 
L3. The Dim. 4th is found from 7 to 3 in the harmonic minor scale. 


Ex.197. 





1. Spell minor triads on various pitches and place them as iii. For ex- 
ample: d-f-a is a minor triad and is iii in the key of Bb major. 

2. Spell augmented triads on many pitches. Think two large thirds. Also 
spell the interval of an Aug. 5th and a Dim. 4th. Spell III + in minor keys. 


Progression of iii. 


Refer to the circle of 5ths in Chapter II, Ex. 19. Since the scale 3rd is 
generated by the scale 6th, the mediant resolves naturally to the submediant, 
but progresses to the subdominant equally well. 

The mediant is a substitute for the dominant. Therefore, iii to V or V7 
is possible. Refer to the section on keyboard practice for other progressions. 


Doubling. 


What scale degree is the 3rd of the mediant? Since this is a primary 
tone it may be doubled with good effect. In the root position of iii, how- 
ever, the root is frequently doubled. 


Inversions. 
The first inversion of the mediant (iii) sounds like a dominant with a 


bytone. The chord-3rd is usually doubled to increase the dominant quality. 
The second inversion of the mediant (ii) is almost never used, and then 


as a passing chord only. 
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The mediant is often altered to a major triad by chromatically raising 
the 3rd. What scale degree is this? What is its natural tendency? The 
dominant harmony is the brightest in key. When the mediant is substituted, 
the major chord is often employed to retain the brightness. When har- 
monizing an ascending scale passage, 6-7-8, the major mediant (Ill) is 
effective. Why? In a descending passage, 8-7-6, the diatonic form (iii) is 
more often employed. Apply these principles to Nos. | and 2 of the melo- 
dies for harmonization. In Nos. 3 and 4 employ the mediant in several 
places. 


Melodies to Harmonize. 








The major mediant (III) may become the dominant of the relative 
minor key: 


Ex. 199. 














In older compositions the mediant was sparingly used, especially the 
augmented form. It is more useful to the modern composer who expresses 
himself by means of peculiar dissonances and the complex harmonies that 
reflect the spirit of the times. 


Ex. 200 shows a chord on the small mediant ()3) in a major key. 


Montemezzi. 
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The major mediant is very satisfactory for one of the middle cadences 
in melodies of eight or more measures. It is employed in place of the tonic 
or the dominant. Apply this in Nos. 2, 3, 4, 12, 15 of Ex. 204. When III is 
employed for a cadence it is frequently preceded by ii, ii7 or vii7. Why is 
the latter a good chord to precede iii or II1? Refer to Ex. 19 of Chapter II, 
also Chapter IX, the subtonic chord. 


Keyboard Practice. 


1. Play chord groups with the mediant both preceded and followed by 
each chord of the preceding lessons. 


For Example: 


I-vii?-iii-vi-IV-V7-I I-vi-iii-I'V-II7-V7-1 
I-ij-iii etc. i-TII+ - VI-iie etc. 
I-III- vi-ii etc. T-iii-V7 etc. 


2. Arrange some of the chord groups in the accompaniment forms 
previously given. Sing and write melodies over the accompaniments. 


3. Continue this sequence in other keys: 


Ex. 208. 





Analysis. 


When playing the excerpts for analysis, note first how many of the 
chords can be recognized by ear, then confirm by the notation. Notice 
especially how the mediant chord is approached and left. 

Beethoven: Op. 48. 





Ex. 203, 
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Bacon: Chanfé. 








Propert: Chant. 





Aldrich: Chant. 














Novello: Chant- 
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Op.79, 


Beethoven: 





Bach. 


Bach: Fugue. 
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x Used by permission of Arthur Schmidt, Publisher. 





Wagner: Parszful. 

















Longer Melodies to Harmonize. 


Suggestions: 


No. |. The mediant is useful in harmonizing repetitions of the scale 


3rd (Mi). 


No. 2. This melody can be harmonized in two ways. First, employ one 
chord to a measure, except when approaching cadences. Second, harmon- 
ize each pulse. Try III at the middle cadence. The last four measures are 


effectively harmonized by a sequence of 7th chords (all first species). 
Start the phrase with VIz. ; 


No. 6. Notice the melodic sequence. Employ a harmonic sequence. 


No. 7. Divide the first phrase into sections, a and a‘. Try primary 
harmonies in section a, and substitutional harmonies in a/, The same plan 
may be used later in the melody. 


No. 8. The sequence is effective with primary and substitutional har- 
monies. 


No. 9. Refer to Chapter XIII, Ex. 158, for discussion of the phrase 


cadence of this melody. 


No. 13. Refer to the Beethoven excerpt, No. 8 of the Analysis, for a 
suggested bass. 


No. 14. Try I-III7 - vi for the first three notes of bar three, 


No. 15. Note the irregular form as diagrammed: 


a b Cc =C? d 
Fenn WN 7 NE ene oe (= oe a ee ee 
In sections,c and c“use primary and then substitutional harmonies. 























Old German. 
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Schumann. 











Swedish Song. 
































g- 





Bohemian Folk-Son 
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Chapter XVII. 
Modulation. 


Play the following example. In the section marked (b) notice that 
the tone center has changed from C to G. 


Ex. 205. 











Shifting the tone center, or moving from one key into another, is 
called modulation. 


At times, what appears to be a modulation is in reality only a chromatic 
progression in the original key. 


An aret or chromatic chord is one which contains one or more tones 
foreign to the scale, without effecting a modulation. If the harmony fol- 
lowing the altered chord is in the same key as that preceding it, there is 
no modulation, and the altered chord is regarded as chromatic in that key. 
If the harmony following the altered chord leads to a cadence in another 
key, modulation is effected and the altered chord is not considered chro- 


matic, but becomes a diatonic chord of the new key: 














Ex. 206. 








In the foregoing example, at (a) the altered D chord suggests the 
dominant-7th chord of the key of G; but the following cadence defines 
the key of C, consequently there is no modulation, and the D chord is the 
supertonic-7th, a chromatic imitation of the dominant-7th. At (b) the 
harmony following the D chord unmistakably establishes the key of G, so 
the D chord is considered a dominant-/th of the key of G in which it is 
diatonic. 
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Key is the result of relationship and no single chord can establish it 
except the second inversion of an accented major or minor triad which asserts 


itself as a new tonic. 


Note how Wagner affirms each new key by a second inversion (I ) 


and confirms the modulation by using V-I. 


Wagner: Lohengri” 


Ex. 207. 























The simplest modulations are to the keys whose tonics are distant a 
perfect fifth or perfect fourth. The nearest related keys to any major key 
are its dominant, subdominant and relative minor.. These keys have signatures 
which differ from the signature of the original key by not more than one 
sharp or one flat. Ex. 208. Each of these related keys has six tones in 


common with the original key. 
































F (subdominant of C) a: (relative minor of C) 


a———— 


ee 


Modulation to the Dominant Key. 


An excellent method of modulation to the dominant key is accomplished 


by affirming the new key with the accented second inversion of its tonic 


chord ( I). In a four measure phrase this usually occurs on the accent of 


measure three. The I of the new key is best approached by IV or ii, those 
chords being I and vi, respectively, in the original key. Refer again to Ex. 
205 and confirm the preceding statements. 

A modulation is said to be complete when the new key is confirmed with 
both rhythmic and harmonic cadence. 

When approaching the new key, avoid the use of a tone that will re- 
affirm the old key. For example: when moving from the key of C to the. 
key of G, avoid chords which contain F, as that tone suggests the old key. 

On general principles, He affirmation of a new key is not heard until the 
cadence section. The return to the tonic key is usually at the beginning of 


the phrase instead of the close. The Vz chord of the original key will most 


definitely reaffirm that key. 


Apply the above principles in the following melodies. 























Reinecke. 


























Russian Air. 





























It is best 


Another way of entering the new key is thru the V7 chord. 


then enter the new key thru its V7 chord on a weak 


to establish the tonic, 


pulse. 


Play the following pattern in many keys, modulating to the dominant 


as indicated. Avoid root positions of the V7 except preceding the final I. 


new key. 


ye 


- original ke 
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Modulation to the Subdominant Key. 


It is difficult to modulate to the subdominant key thru I. In the following 


, enter the subdominant key thru its V7 chord, preferably on a weak 


melodies 


pulse. The V7 of the subdominant key is I}; in the original key. Employ 


inversions as often as possible except when confirming the cadence. 



































Keyboard Practice. 
Employ the pattern of Ex. 210 for modulation to the subdominant 


We 


key. 


2. Employ Ex. 210 modulating to the dominant key. Using the same 
pattern, return to the original key, this being a subdominant modulation, 
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Modulat 


ion to the Relative Minor. 


There are several comparatively simple ways of modulating to the 


relative minor key: 


Ex. 212 (a). 


Employ vi as a new tonic. 


Li 


Ex, 212 (hye 


in the new key and progress to 1. 


as 11° 


(e) 


2. Employ vii 


2) 


3 


2 
a 


Enter the new key thru its V7 (this is III7 in the original key). Ex. 


DIE ECE): 


2 
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Melodies containing modulations to the relative minor. 

















Keyboard Practice. 


1. Employ the pattern of Ex. 210 for modulation to the relative minor. 


Using the same pattern, return to the original key. 


2. Extemporize chorales in four phrase form, making modulations as 


indicated in the following diagram: 


ge ee a ee ee 
ip aes BS A B C D 


ee eal Yee of aed a | 
po % 
A—First phrase in original key closing on I. 


B—NModulate to the dominant key in the second section (*). 


C—Starting with | of the original key, modulate to the relative minor 


key in the second section (+). 


D—Starting with V of the original key, return and close with a perfect 


cadence. If the last phrase starts with an anacrusis, use V at that point. 
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Analysis. 


‘ 


idered from the beginning of a phrase 


The new key is generally cons 


there is nothing to 


, in the excerpt from Handel, 


or section. For example 


but the entire phrase should 


indicate a change of key until the Gk appears, 


be considered in the key of B minor. Note the means of modulating in 


the other excerpts. 





Ex, 215. 








The use of a tetrachord which includes decisive material of the new 


key is very effective: 


* 


Bach: 


Partita, 
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Op. 68. 





Schumann 
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Haydn: ‘Seasons.’ 





ysis of simple modulations is fou 








Excellent material for anal 
Bach-Album, Vol. 12, published by G. Schirmer, N. Y. Cc: 
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Chapter XVIII. 


Modulation (continued) . 


Modulating to unrelated keys, the change is sometimes smoother by 
passing through another related key. 


Observe that the tonal relation of scale applies to key relationship. In 
Ex. 216, Eb is IV of Bb. Melodically, C, the scale-2nd, would naturally be 


taken on the way from scale-4 down to tonic, just as Beethoven chose the 
keys. 


Beethoven: Op. 7. 








x. 216: 


As IV does not contain ‘‘Ti,” scale-7th, the use of it does not confirm 
the key as well as V7. If it is necessary to employ it, make up the lack 
in quality by quantity. The melody by Reinecke, No. 3 of Ex. 217, il- 
lustrates this. For the return to the key of G at bar nine, IV-I is repeated 
in the next section. This little melody is very interesting. The first section 
requires the three primary harmonies, I-[V-V-I. The employment of their 
substitutes in the next section provides a pleasing contrast, and by the 
repetition of those harmonies in the third section, the key of e is confirmed. 
This unifies the work, because these harmonies are primary in the key of e, 
and the melody, which is the same as the first section, is harmonized in the 
same way. The next two bars (7th and 8th) may be in the key of D. 
In its relation to the original key of G, e is the scale-6th, the natural res- 
olution being down to D, and the resolution of D up to G. Notice the 


rhythmic proportion of keys, 
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Usually, the first two bars of the phrase in the new key are made of 
material common to both keys, the confirmation of the new key falling in 
the cadence section, as mentioned before. In No. 2 of Ex. 217 the melody 
modulates in the first section of the second phrase. In that case, it is in 
good taste to use substitutional chords for the next, or a passing modula- 
tion on the way to the old key. That is much better than to reaffirm the 


transient key. 
Melodies with changes of key require less variety of harmonic treatment. 


Do not forget to make the changes of key coincident with the rhythmic 


groups. 


There is one important thing that the student must remember: The tones 
peculiar to the new key should not be introduced before the chords affirm or coi- 


firm the new key. 


4. Beethoven. 
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German Folk Song 


Folk Song. 















































Schumann. 























Russian Folk So 














Hungarian Folk Song. 


















































Gluck: Hyinx from Iphigenia 
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Creative Work. 


Analyze the form and make diagrams of the melodies of Ex. 217. These 
melodies illustrate most of the smaller musical forms. For example: No. | 
consists of two periods which are parallel or similar in construction ex- 
cept at the cadences. No. 2 is an example of the ““Three-Phrase-Group,”’ 
A-B-C. No. 3 is a Three-Phrase Group with a short extension. No. 5 
illustrates a very small “‘binary’’ (two-part) form of two periods, the 
second period being a development of the material of the first period. 
No. 14 is a small “‘ternary’’ (three-part) form in which Part I is a repeated 
phrase, Part II a phrase which modulates to the dominant key, and Part III 
a repetition of the first phrase. No. 15 can be considered a binary form: 
Part I==-a double period; Part II—=a group of phrases. No. 16 is a ternary 
form, slightly more extended than No. 14. 

Using the diagrams as models, extemporize and write original com- 
positions. Op. 68 of Schumann will suggest various types of accompaniment 
and pianistic style. In every case, plan the cadences and modulations first. 
leaving details until later. 

In the larger forms, unless there is some figural work, the first’ four 
bar phrase is generally in the tonic key. It is easier to modulate if the 
first phrase closes with a tonic chord; as it suggests a completed idea, 
one anticipates a new key for the next cadence. 

It has been said that it is vastly more important and effective to em- 
ploy various inversions and chord positions than many harmonies. On 
the same principle, it is more important that one should learn to use the 
various harmonies skilfully than it is to modulate frequently, the latter 
being the resort of the unskilful. Unless the idea to be expressed requires 
a change of key to one better suited, there should be no modulation. 

In key relation, the subdominant key is retrospective; for that reason 
it is not likely to be employed for the first change of key. In a Ternary 
form, the third part is quite likely to be in the subdominant key, and in 
sonatas, one hears it in the recapitulation, possibly in the development group. 

A certain amount of preparation at the keyboard is not only legitimate 
but desirable. Every composition should be carefully examined away from 
the piano, however, as too great reliance upon the help of an instrument 
leads to careless habits. Not every student is a potential composer, but the 
rhythmic-melodic-harmonic vocabulary should be employed in as creative 
a manner as possible. 
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